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ABSTRACT
This research has been an investigation of some current aspects of Taiwan's
contemporary art and society, expressed through three major exhibitions of
paintings. The exhibitions were shown under the following titles — Ambiguity
Between Man and Woman,

'Leisure Art Centre', Taipei, Taiwan, 1992, The

Culture of Powerful Personal Relationships and Connections, 'Capital Art Center',
Tai-Chung, Taiwan, 1993 and ART One by One, 'Long Gallery', University of
Wollongong, Australia, 1993 and 'Fire Station Gallery', Sydney, Australia, 1994.
There are few complete and comprehensive writings of the development of art in
Taiwan in the late twentieth century. The dissertation accompanying the exhibitions
gives an overview of art developments, which have led to the current issues
forming the subjects of the artworks. The works deal with a number of general
social issues, including gender roles and power positions in contemporary life in
Taiwan, but focus particularly on the issue, which concerns many artists in Taiwan,
the tension between creating works in an international art scene and at the same time
developing works, which deal honestly with and reflect the specific qualities of
their o w n culture. Within this debate is the conflict between tradition and
importation of styles, forms and ideas. The culminating exhibition suggests the
possibility of co-existence of art-forms, which can be an honest reflection of
today's Taiwan.

As the author's own art development is part of this story, the written documentati
is a presentation of an historical overview, at times interwoven with a personal
history. In the same way, the art works deal with general issues, but reflect a
personal involvement, so can be seen as portraits of a society and at the same time
self-portraits.
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SECTION I
Introduction
Artists in Formosa have been part of the International art movements since the
setting up of the Republic on Taiwan by the Chinese Nationalist Party.1 During the
past few decades, artists have spent m u c h time studying art overseas especially in
America and Europe. They have incorporated m u c h from the styles of international
modernism in their works. However, unfortunately, m a n y of them came to believe
that there w a s only value in the so-called 'International' art (modernism) through
their studying and from cultural influences from the countries in which they
worked. In today's Taiwan art society, a great m a n y people still keep the hallmark
of modernism to deal with their art. They have almost forgotten to look at their
o w n heritage and find their o w n identity. Reviewing the main influential art
competitions and exhibitions held by museums and galleries in the past decade, one
can see very clearly that m a n y Taiwanese artists seem to believe that in today's
'global village', 'multi-cultural era' or 'post-modern time' Taiwanese art could or
should totally follow the world-tendency in order to catch up with the quality of
n e w 'International' art. Moreover, they even believe that the 'new' international art
contains the only correct styles or concepts and is even more valuable than the 'old'
art from their traditional heritage. Recently this has been questioned by a number
of artists. It has thrown into n e w light the older more general debates about the
value of cultural tradition and heritage. It is causing a reassessment of the place of
provincial and regional cultural practice in a post-colonial framework. In this time,
artists all over the world seem to be facing these problems and artists in Taiwan are
certainly facing some of the same issues in their o w n society.
I propose that today's Taiwan art development, no matter whether a positive or
negative phenomenon, is influenced by, or can be considered the inheritance of,
what has happened in the past few decades. All the positive and negative layers

1

W h e n the Portuguese found Taiwan in 1545, they praised the island 'formosa'. Later on they
occupied some parts of Taiwan and called it 'Formosa'; in the Portuguese language meaning
'beautiful island'. Therefore, the significance of 'formosa' is both an old name for Taiwan as well
as more strongly meaning today the original, precious, unpolluted and beautiful nature of Taiwan.

c o m e to m a k e up present Taiwanese art phenomena. Therefore, as I a m concerned
about it, I believe that artists in Taiwan have to hold the chance in this present postmodern time, not to be obsessed with only the 'new', or only with things that
c o m e from international influences, but also to reflect on their o w n social reality
and heritage, to respect them and to think of n e w ways of learning from them and
using them. It is a time for Taiwanese to respect a wide range of artistic practices
and concepts.
Through all history to this end of the twentieth century, human beings have made
different conceptual interpretations in the pursuit of art definition, often
accompanying the destruction and rebuilding of human civilisations. The ideas and
concepts of the artist effect changes in society. At the same time, the evolution of
society also stimulates the artist's concept of creative change. T h e different
doctrines of arts manifest their o w n particular values within their different societal
backgrounds.

In the context of what I will call 'the concept of art value', I believe that art is
mirror which reflects our society. Society also recognises the value of art because
it disseminates and displays the inner stories and contents of society. In the past
century in Taiwan, the process unfortunately has been influenced a great deal by
the unquestioning concept of 'worship Western' in m a n y forms as the Nationalist
Government set about building the economic miracle on the island. In a cultural
sense this meant repressing and blindly chasing after art, which was thought to be
under a western value standard, to the exclusion of art based on local cultural
values. M a n y blindly followed such a concept, inhibiting the true expression of
Taiwanese art by totally accepting so-called 'Western' aesthetic values instead of
developing their o w n , which could possess both the real essence of international
art and Taiwanese traditional heritage.
As an artist from Taiwan, I believe that my art life, too, has been deeply affected
by this particular concept for the past thirty years. This comes from a variety of art
concepts or art doctrines of foreign countries existing in m y society. M y art life
was under the influence of a kind of colonialist m o o d and survived in a suppressed
w a y by following someone else's value judgment standards of culture and art.
Today, after m y art soul has been dominated for over thirty years, I have tried to
reflect on this and to develop m y o w n art aspect. I a m making a cautious review of
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m y creation of works of art, in which I a m attempting to work through ideas of the
complexity of m y society's position in today's world. I would like to use m y ideas
to remind myself and others in our society that w e must re-consider our o w n
cultural personality and identity as important and hold it in esteem for its particular
and special cultural values. In this post-modern era it is acknowledged that all
kinds of arts coming from various social and cultural backgrounds can be
recognised for their o w n intrinsic value and point of view.
Here, I would like to emphasise that the main purpose of my art work and writing
is an attempt to review the 'concept of art value' which has been widespread
throughout m y country and has strongly influenced Taiwan's contemporary art
development today. While focusing on this concept, through m y recent series of
paintings - ART One by One, I will simultaneously present m y personal 'concept
of art value' of Taiwan's contemporary art development. 1 believe that Taiwan's
contemporary art should be able to express its o w n real international aspect with an
original identity, no longer feeling the need to only blindly follow the main tide of
international art, and therefore becoming more than just the 'spokesperson' or
'colony' of American or European art.

Since it is so serious an issue, the 'concept of art value' in Taiwan's contemporar
art development, people would like to solve this problem, and in order to do so, an
exploration into its cause is necessary. Therefore, this dissertation will start with
interpreting and analysing Taiwan's contemporary art development together with
its biased 'concept of art value' in thefirstchapter. Following this I will utilise the
next section to explain the distant and immediate causes which led up to and have
formed today's art development in Taiwan. This review and analysis of Taiwan's
(Chinese) art development in the period from the declining years of the Qing
Dynasty to 1987 will hopefully give an understanding of w h y Taiwan's
contemporary art development has brought it to the situation that exists today.
After w e have clearly analysed and understood about the cause and result of
today's Taiwanese biased 'concept of art value', this dissertation will go further in
the final section to expound m y personal 'concept of art value' which I believe
reflects the kind of ideas that a number of artists are dealing with and which society
in Taiwan should uphold. This analysis will go through interpreting m y personal
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'concept of art value' and, at the same time, cite and analyse m y recent series of
paintings -ART

One by One as the support to, and illustration of, this concept.

Methodology
This research has been an investigation of some current debates in Taiwan art
society, expressed through three major exhibitions, two in Taiwan and one in
Australia at University of Wollongong and repeated with some n e w material at the
Fire Station Gallery, Sydney [examples pi. 1-4].
There are few comprehensive writings of the development of art in Taiwan in the
late twentieth century. I have therefore given an overview of developments, which
have led to the current issues about which I paint. A s m y o w n art development has
been part of this story, the written documentation is a presentation of an historical
overview, at times interwoven with a personal history.
In the same way, the art works deal with general issues, but reflect a personal
involvement. They are therefore portraits of a society and at the same time selfportraits.
Note: In dealing with romanisation of Chinese characters, the Pinyin method has
been used, except in cases of names, where popular usage or the owner's personal
preference dictates otherwise.

4

Examples from m v Four Series of Paintings which Formed this Research from 1992 to 1994

PI. 1 Chen, Yin-Wei, The Seventy-Two
Martyrs - 6, 1992, oil on canvas, 22 x 27cm

PI. 2 Chen, Yin-Wei, Ambiguity Between man
and W o m a n - 9, 1992, oil on canvas, 24 x 33cm

PI. 3 Chen, Yin-Wei,
The Culture of Powerful
Personal Relationships
and Connections - 8,
1993, oil on canvas,
22 x 40cm

PI. 4 Chen, Yin-Wei, Art One by One (Leading the Horse Away from the Mountain), 1993,
oil on canvas. 34 x 85cm

S E C T I O N II
The Phenomenon of Art Development And The * Concept
of Art Value* in Taiwan's Contemporary Art Society
Before discussing the contemporary 'concept of art value' in Taiwan, I would first
like to point out that I have defined contemporary as beginning from the year 1987,
because that is when the Chinese Nationalist Party lifted martial law, giving it such
an important significance in the history of Taiwan's contemporary art development
In fact before 1987, the developments in Taiwan's politics, economics and culture
were all totally controlled by the Nationalist Party's political policies, and art and
literature developments especially were seriously limited. Therefore, it seems a
natural phenomenon that there are m a n y biased concepts of art value existing in
Taiwan's art society and seriously influencing Taiwan's contemporary art
development. In this context, the Taiwanese people seem to be able to do nothing
but feel sorry about the fact that art w a s always persecuted by the political
situation.
In fact, the Taiwanese had a timid and conservative mentality which basically came
from the experiences of being oppressed by the political factions in the past few
centuries (this issue will be discussed in the later part). Thus, Taiwan's art
development was very conservative and even somewhat blind before the 1990's.
However, this is understandable w h e n Taiwan's whole history is considered.
There seemed to be no choice for people in Taiwan's art society but to follow the
biased concept of art value before the 1990's. Nevertheless, after the government
lifted the martial law and opened a free door for Taiwanese artists' creation, a great
m a n y people in art societies unfortunately still followed the old strange concept of
art value w h e n they dealt with art. This c o m m o n mentality and behaviour might
c o m e from the national unconsciousness, which w a s built up by the people's
conservative personality. Besides, it m a y be due to the fact that a lot of people in
the 'old' art societies tried to keep the benefits they had gained already and were
not willing to face the more objective 'concept of art value' with an open mind.
Perhaps it could be considered that today's art phenomena in Taiwan have been
totally led and formed by Taiwan's art education and art developments in the past
decades. In fact, this is the most direct, simple and correct answer. For this
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reason I would like to review and analyse Taiwan's fine art development. A n d
moreover, through the research, I would like to present m y recent paintings—ART
One by One together with m y personal 'concept of art value* which is that w e
should not totally only worship, recognise and copy the Americans and the
Europeans or the so-called 'International' mainstream art. This concept allows that
different kinds of art, no matter whether they are traditional or non-traditional,
should respect and recognise each one's different significance, and value each
other, allowing each to express and expound their individual contribution to social
and cultural identity. I believe such a concept of art value is the one which
Taiwan's art society is at present beginning to grapple with and which it will
inevitably accept and follow in the future. Otherwise, the so-called 'International
artistic level' of Taiwanese art works, that people in Taiwan's art society always
like to glorify today, will only be the 'International copy level'. If this happens,
Taiwan's contemporary art will only be the puppet of America's and Europe's art,
having no face of its own.

In today's global village everything seems to be international in a superficial way.
Today, in Taiwan, m a n y people question whether Taiwanese art should just belong
to an international movement, or whether it should reflect a sense of its o w n
national identity. A s an artist, I would like to hold a more objective and openminded opinion about this. I believe for any nation or country, that trying to make
everything international is not an easy or proper w a y to improve peoples' lives
absolutely. For example, in the fields of science such things as nuclear power
stations, or in economics the open-market policy are international tendencies at the
present, however, if these are applied to every society, the results in m a n y
countries would very obviously have a negative effect. All different nations have
differences in their philosophy of life for pursuing their welfare, and different
countries possess different economic structures, systems and qualities as well.
Also, in the aspect of culture or art, people just cannot simply pursue one worldfashion (Euro-American tendency) in order to achieve their purpose of enhancing
their o w n cultural or artistic 'quality'. The significance of the art within each
culture cannot be so easily simplified.

In fact, in today's global village, when discussing the definition, style or value o
art, people can argue it from m a n y different angles and in the end receive different
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answers. However, I believe all the arguments and answers about art are centred
around such ideas as the 'universality' on one side and the 'unique identity' on the
other. It is true that art developments in most countries have been becoming
internationalised, and it is a kind of natural and c o m m o n phenomenon today. This
situation, especially in Taiwan, has been so obvious and strong. Nevertheless, I
would question the value, or the correctness of international art for international

art's sake by simply transplanting or imposing 'international art' into a particula
art culture. W h a t precious value and individual significance would this so-called
international art possess if it lacks any national unique identity? Therefore, I would
propose that the contemporary international art which Taiwanese artists are dealing
with has to be linked with their o w n society and provincial thought, and moreover,

simultaneously possess their precious identity. Such a Taiwanese International art,
of course, would contain differences from other countries' international art. This
point, in fact, that within today's international art, the differences, often very
subtle, from particular regions, countries and cultures, are exactly where
international art's value and significance are, or should be located.
Li, Yuan-Tseh, one of the Taiwanese scientists who have received the Nobel Prize
and who has lived in America for about thirty years, said:
Asians have to develop their own way which is different from the
Euro-American style (the so-called International style) of
developments. They should not always follow the Euro-American
movements in every field. T h e European and American always
conquer nature in order to achieve their developments of science and
industry. Therefore, for instance, the forest is disappearing. Looking
from the long-term, most of the Western countries are the ringleaders
of destroying the natural biological environment. For example
America, whose population is only about five per cent of the total
world population, has been using nearly fifty per cent of the whole
world resources. A s a result of this situation, the other ninety-five per
cent of the population have no w a y to equally share the resources
which originally belong to the whole world. Thus, a lot of
international social problems have been brought about by it... Since
South-East Asia has been becoming stronger and stronger in the field
of economics, and also been influenced by the movies of the
Hollywood style, people have been desiring a life style of living in a
modernised house and driving a big car. So, due to such an influence,
for example, in Taiwan, where the density of population is four times
that of America, if the percentage of Taiwanese owning a car is the
same as the American—average, two or three persons per car, the
emissions in Taiwan's air would be also four times that of America.
Therefore, the Asian countries should adopt more reasonable styles in
8

the aspects of public traffic and living space instead of following the
International (Euro-American's) all the time. For another example, in
the very hot and humid South-Eastern area, if every family pushes the
hot-humid air out of their houses only to be comfortable, it will expend
and waste a great deal of resources. Thus, Asians must set about
developing their o w n ways for their o w n countries.2

Dr Li's opinion is clear and logical, and obviously, it can also be seen to have ver
proper and correct applications to the field of culture or art, in allowing us to think
about what is appropriate in that balance in defining our culture in a world context.
A complete overview of the history of Taiwan's art development up to the 1990's
has not yet been written. This art development has steered into an energetic era
since the latter half of the 1980's especially after 1987. In fact, this political
change led Taiwan's contemporary art into becoming stronger and stronger, to the
point where it even pressed traditional artists into a position, where they almost lost
their high reputations in Taiwan's art society. In this context, Ni, Zai-Qin, a
contemporary Taiwanese art critic, pointed out:
The year of 1992 is the most flourishing era of Taiwan's art
development in terms of the artists of the young generation being
considered more important then ever before. The whole art circle
seems to be changing to where the young artists seem to be taking the
lead.3
In spite of that, there was only a small number of people who were interested in
attaching any great importance to the serious issues, which existed behind the art
phenomenon, which I like to call the 'concept of art value'.
During the past few years, most of the people in the contemporary Taiwan art
development scene have not held a clear art concept to deal with their art. O n the
contrary instead, they have dealt with their art subconscious by pursuing or
following only the art concepts which were those in Western Modernism.
Therefore, in spite of Taiwan's contemporary art development being so vigorous
today, it is still very hard for us to taste the flavour of a contemporary Taiwanese
(or Chinese) culture and art which genuinely reflects a true vision of inside

2

"Central Daily News—International Edition" (24 August 1994), Taiwan, p. 3.
Ni, Zai-Qin, "A Brief Research of Contemporary Fine Art in Taiwan-Before 1990", Crown,
Taipei, 1993, p. 3.

3

9

mentality and outside surroundings from their art works. In m a n y cases
Taiwanese contemporary art works w e have seen today could just be considered as
almost a copy of the American's and the European's modern art. O f course, there
are artists w h o have been trying to re-promote 'Taiwan's nativism' in recent years
in order to lead Taiwan back to its o w n position. Nevertheless, due to the fact that
Taiwan has been limited by its position in the international political arena, Taiwan
n o w stillfindsit very hard to play independently on the international stage. In
addition, looking from the angle of national identity, of course, Taiwan has
benefitted from Western culture, however, Taiwanese culture has been deeply
influenced by America and Europe and most of the Taiwanese cultural ideology
accepts the introduced Western culture. Therefore, a so-called 'Taiwan provincial
art' is still far away from reality. There is also a recognition, however, that some
artists are trying to combine local material and subjects with ideas borrowed from
other cultures. M a y b e such an art can be seen as exciting and a n e w form, which
although influenced by the international scene, still has differences because it
contains some uniquely defined aspects of Taiwan, for example, the Taiwanese
unique consciousness and ways of learning. However this issue, of which type of
art is most valued and most relevant, is the one 1 a m most concerned with.
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S E C T I O N III
The Distant And Immediate Causes of Forming The
Present * Concept of Art Value' And H o w It Influenced
Taiwan Contemporary Art Development.
Art Development in Taiwan Before the Lifting of Martial
L a w (1987)
Chinese society, a self sufficient economy within a clan, has passed through
thousands of years of monarchic government. In the last part of the Qing Dynasty
(1644-1911) the combination of corrupt governments and unstable politics caused
several powerful neighbouring powers to initiate m a n y aggressive campaigns
against China. Since then, "most of Chinese thinking and philosophical view of
the world has been changed immensely from 'conceited self approbation' to
'devalue self and worship the West'."4 However, it seems that this kind of mental
concept still exists somewhere in Chinese society. The development of art in
modern times has seen m a n y changes. China brought about a 'new art movement'
which was obviously deeply influenced by Western art development. Most of the
Chinese artists' concepts about creativity and the recognition and value of art were
also widely influenced by Western artists. From the time that Taiwan became a
Japanese colony in 1895 and through the retreat and declaration of sovereignty in
Taiwan by the Chinese Nationalist Party in 1949 until n o w , Taiwan's art
development has been influenced and proceeded according to its colonial mood.
Taiwan's society has evolved from that of a poor agricultural society to the culture
of high scientific reconstruction and c o m m e r c e of today.

During this

metamorphosis, Taiwan's art development concurrently also grew greatly, but in
some ways this growth tended towards a tragic character.

In the field of Chinese art, experts and scholars have put their efforts into search
for the history of the development of Chinese art in Mainland China. It is mainly
because China is a living history itself of 5000 years, consisting of abundant

4

Xie, Li-Fa, 'Taiwan Fine Art Development History During the Japanese Colonisation", Artist,
Taipei, circa 1989, p. 252.
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segments of art history, that it is impossible to study it all in depth. In contrast to
Mainland China, the isolated island of Taiwan, which lies on the south east of the
mainland, has a unique process of art development, even though the majority of the
islanders are n o w of Chinese origin. The branching developments were due to the
geographic division and its disconnected history. Until now, there have been very
few researchers to document the unique development, because the small island was
relatively insignificant to the overall history of cultural development on the
mainland before the nineteenth century.5 In the past few thousand years, no major
political, economic or cultural developments had taken place on the island.
However, if you study Taiwan through the spectacles of Sociology, you should be
able to discover the cultural development of the island was based on a native tribal
culture, and framed by the immigrant Chinese from the south east coast of China
since the sixteenth century. The native cultures of tribal people have not developed
written languages [pi. 5]. In the early stage of migration from China, government
authority was not well organised, therefore, all sorts of political, economic and
cultural activities were rarely officially documented. If there were any private
records found, they would prove to be very limited and consequently, studying
Taiwan's art history has become very difficult
The development of Taiwanese contemporary art is apparently still closely
following international trends. Nevertheless, there is a m o v e to form regional
styles. Although Taiwan's artists have been striving to progress in recent years,
their achievements still seem to follow their European and American counterparts.
However, if w e trace back the growing process and historical background of art
development in Taiwan, w e cannot be too critical with this achievement. O n the
contrary, its tormented colonial past and the post-war political tension within and
without should be considered in one w a y as the hindrance to art development but in
another, the factors that have added a special dimension to art from Taiwan. It is a
fact that, m a n y heart-moving stories are untold along the path of art development in
Taiwan. Therefore, it is necessary to go back to gain some sense of the roots of
Taiwanese modern art, if w e are to discuss the phenomenon of contemporary art in
Taiwan. The roots should be traced back to the era of the late Qing Dynasty, and

5

Taiwan began to attract the attention of the Chinese Government and was upgraded to a
province in 1887.
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PL 5 Lanyu aborigines in the Japanese colonisation

can only be excavated by using the following four aspects as interchangeable tools,
namely traditional culture, politics, social structure as well as the particular
complexities of nationalism. It will be impossible to talk about Taiwan's
contemporary art just by looking into one of its m a n y aspects, because the above
mentioned aspects have not only formed Taiwan's cultural environment in the past,
but have also profoundly influenced the direction of art development
The Ching Government started ruling Taiwan in 1683. In 1684 Taiwan was
officially admitted as a Prefecture under Fukien Province and was upgraded to a
province in 1887, being named Fukien-Taiwan Province. Taiwan was ruled under
Ching sovereignty for two hundred and twenty years before it was handed over to
the Japanese in 1895. Before this, Taiwan's social and cultural characteristics
were outlined by the marginal and immigrant groups. After being governed by the
Japanese, a n e w colonial culture was added to the existing one. Taiwan's history
of the era between 1895 and 1945 w a s strongly marked by the rule of the
Japanese.
Taiwanese w h o lived in this period of time, had a c o m m o n wish, to
drive the Japanese out of Taiwan in order to regain independence and
self-determination of their o w n land. W h e n such intentions were
reflected in the creation of literature and art in those days in Taiwan, a
conflict between pro-colonisation and anti-colonisation became the
element of artistic activities.6
"The new booming period of Taiwan's art started from about 1915, namely the
second half of the colonial era."7 Prior to this time, "there had been a movement
for face-lifting the traditional style of Chinese art. That movement was named The
Modernisation of Chinese Art."8 Such a movement was led by the Chinese artists
from the end of the Qing Dynasty and the beginning of the Republic, w h o were
searching for a n e w direction for Chinese art, that could reflect modern life as well
as preserving the traditional. The reason for this kind of search being described as
a 'movement' was because of its actual, continuous activities and its solid goal. In

6

The Japanese Empire started to colonise Taiwan from 1895 and handed it back to Chinese
authority in 1945. The anti-colonisation movement was a campaign of nationalism to fight
against the Japanese. Xie, Li-Fa, p. 17.
7
Xiao, Qiong-Rui, "May Painting Group and East Painting Group", Dong-Da, Taipei, 1991, p.
11.
8
Xiao, Qiong-Rui, p. 4.
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fact, this m o v e m e n t even extends into the 1990's, so intense has its m o m e n t u m
been, and it has been crucial to Taiwan's contemporary art.9
The following structure will be used to discuss the development of fine art in
Taiwan before 1987 in a chronological sequence.
(a) The general condition of Chinese society and the development of Chinese art
before the retreat and declaration of sovereignty in Taiwan by the Chinese
Nationalist Party.
(b) Society and its relation to new fine art development in Taiwan during the
Japanese colonisation (1895-1945):
(i) The position of fine art in Japan during the occupation of Taiwan.
(ii) The influence of the early 'official organised exhibitions' in Taiwan.
(iii) The establishment of early 'painting groups' in Taiwan.
(c) The period between the retrocession of Taiwan and the retreat of the
Nationalist Government to Taiwan (1945-1949).
(d) Art in Taiwan in the years between the Chinese Nationalist Party retreat to
Taiwan until the lifting of martial law (1949-1987):
(i) The artists from Mainland China (after 1949).
(ii) Li, Zhong-Sheng Studio.
(iii) The East Painting Group.
(iv) The May Painting Group.
(v) The influence of the East Painting Group and the May Painting Group on
Taiwan art development.

9

Wang, Xiu-Xiong, "The Development of the Official Art Exhibition in Taiwan During the
Japanese Occupation: A Study Also on Style, Mass Media and Art Criticism" in Taipei Fine Art
Museum (ed.), pp. 287, 288. Also in Guo, Ji-Sheng (ed.), p. 28.
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(vi) A n overview of the 1960's and 1970's—My early life and art study
experiences.
(vii) The art situation in the 1970's.
(viii) The influences of the private commercial art galleries.
(ix) The art situation in the 1980's.

(a) T h e general condition of Chinese society and development of
Chinese fine art before the retreat and declaration of sovereignty in
T a i w a n by the Chinese Nationalist Party.

The original reason and the development of the modernisation of Chinese fine art i
quite obvious if w e analyse it from the overall point of view of 'Chinese
modernisation'.10
Since the Tang (618-907 A.D.) and Song (960-1279 A.D.) Dynasties, the main
streams of Chinese painting were dominated by traditional orthodox 'literati
painting.'11 However, they suddenly lost their nourishment soon after the fall of
feudalism, the fall of the Qing Dynasty (1911). The new China needed a new form
of artistic expression immediately to carry the contemporary aesthetic values and
the popular thoughts of that time.
Yet, the modernisation of Chinese art, which began at the end of the Qing Dynasty
(1644-1911) and the beginning of the Republic, faced the dilemma of choosing
between 'learning from Western paintings' or 're-exploring the traditional.'
It's the result of this double pressure from two different cultural approaches,
together with the entanglement of new but different styles or characters, which can
be described as typical modern Chinese painting.

10

Modernisation is a global developing trend. There are two opinions on h o w wide the range it
should cover. O n e suggested that modernisation should target social issues, politics, economics
and culture. Supporters of this opinion were: C.E. Black in The Dynamics of Modernisation
(New York, 1966), G u y Hunter in Modernising Peasant Societies (New York, 1969) and David
Apter in The Politics of Modernisation (Chicago, 1969). The other suggested that modernisation
should only target economic development because the changes to culture, politics, social and
psychogenic issues always depended on economic development. The supporters of this opinion
were: Irving Horowitz in Three Worlds of Development (New York, 1966), Walt Rostow in The
Stages of Economic Growth (New York, 1960) and Robert Holt and John Turner in The Political
Basis of Economic Development (Princeton, 1966). Xiao, Qiong-Rui, p. 5.
11
The Literati Paintings, in general, mean the paintings done by those literati and government
officials in the old days. It is different from the general civilians and royal households'. The
Literati Paintings were painted mostly about the natural environment, like mountains and rivers,
birds and plants, from which one could express one's spirit or emotions. Spiritually, it focused
on the enjoyment of painting itself and stressed the painters personal literature level.
Nevertheless, it became overindulgent in showing off painting technique and neglecting the
content of the paintings. Tang Dynasty 618 BC-907 AD., Ten-Nation in Five-Dynasty 907 A D 960 AD., Song Dynasty 960 AD-1271 A D . A Chronological Table of Chinese and World
Cultures, National Palace Museum, Taipei, 1992.
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In retrospect, the re-exploring of the traditional orthodox literati painting and the
close encounter with Western paintings were in evidence at the end of the Ming
Dynasty (1368-1644) and the beginning of the Qing Dynasty (1644-1911).
The reformers such as the late Ming's 'Pienhsing painter' Chen, HongShou (1598-1652) and Ding, Yun-Pon (1547-1628) were the leading
masters at the time. Others, like the early Ching's 'Yimin painter',
Sher, Tau (1642-1718), Zhu, D a (1626-1705) and their followers the
'Yangzhou School' painters Li, Shan (1686-1762), Zheng, Shieh
(1693-1765), together with the 'Haishang School' which was
dominated by the painters Ren, Bonian (1804-1896) and W u , ChangShuo.(1844-1927) were also reformers.12
Another group which adopted a more Western approach than the above mentioned
groups were represented by the 'Imperial Court Painters'. They originated from
contact with the Christian missionaries. Lon, Shi-Nien (1688-1766) was the most
famous among this group during the Qing Dynasty.
The above groups, either traditional or pro-Western, had injected a new freshness
of 'seeking the change within, and facing the challenge without'.
However, the endeavours of this new approach of 'seeking the change within, and
facing the challenge without' had not gained an overall impact upon Chinese art
before the sovereign power changed hands from the Qing Dynasty to the Republic
(1911).
For two hundred years, the main painting style which dominated the
Qing Dynasty was the traditional orthodox style. Such painters as
Dong, Qi-Chang (1555-1636) and his followers the 'Four Wongs',
created paintings which were, at that time, the utmost model of its
style.13
There were three reasons for this conservative attitude during the Qing Dynasty.
The first reason was:
When Western painting came to China, it only influenced those painters
within the group of the imperial court or commercial printers. The
intellectuals w h o dominated the main stream of literati paintings saw the
different Western style (or techniques ) either as inferior or of minor
significance towards furthering their o w n knowledge. Therefore, they

12
13

Xiao, Qiong-Rui, p. 5.
Xiao, Qiong-Rui, p. 6.
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decided that those Western ways were either non-essential or, for some
extremists, it would hurt the traditional spirit, so it should not be
learned. (Secondly:) W h e n the Western style approached China, its
main influence was limited to its classical techniques, especially those
of tonal value and perspective. However, those classical techniques
did not imprint any deeper meaning to inspire Chinese artists.
(Thirdly:) Those w h o tried to mingle the techniques of the West and
the East were mostly Western religious preachers, and due to the strong
cultural pride a m o n g the Chinese artists, there w a s little enthusiasm
towards this n e w w a y of merging the East and the West. 14
It was not until after the fall of the Qing Dynasty and the establishment of the
Republic (1911) that a forced revolutionary transformation took place within
conservative Chinese society.15 This c a m e about because of China's internal and
external difficulties, together with the pressure from Western culture.
To adjust themselves to the modern era and face a new sense of living, Chinese
artists sensed very clearly the urgency to transform Chinese art. "The phrase
'absorb the old so as to nourish the new' and 'learning the n e w way' became the
two main slogans during the modernisation of Chinese art"16
Those who agreed with the 'absorb the old' were searching for nourishment from
traditional culture which was passed d o w n from their ancestors like the famous
painter W u , Chang-Shuo (1844-1927) w h o found inspiration from ancient 'oracle
bones', and traditional seal carving because of their antiquity and simplicity.17 Qi,
Bai-Shi (1863-1957) took his idea from Chinese folk art prints and woodcarvings.
Zhang, Da-Qian (1899-1983) went to remote Dun-Huang to analyse the cave
paintings from the ancient Buddhist tradition.18 Most of those successful painters
w h o were k n o w n as the 'orthodox Chinese master painters' after the Republic
period were working on the principle of 'absorb the old so as to nourish the new'.
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Xiao, Qiong-Rui, pp. 5, 6.
Dr. Sun, Yat-Sen founded the Government of the Republic of China in 1911 by overthrowing
the Ching Government after ten unsuccessful revolts.
16
Xiao, Qiong-Rui, p. 6.
17
Oracle-bone writings were ancient Chinese characters invented in the Shang Dynasty (about
1700 BC-1200 B C ) , being about 4600 characters. Seals werefirstused in the Shang Dynasty,
and are widely adapted today by Chinese.
18
Dun-Huang Cave Paintings found in Gangsu Province, west of China, were painted about
from 366 A D . to 1300 AD.
15
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'Learning the new way' was to learn from the West of their new techniques and
different expressive approaches. The most effective and direct w a y to learn was to
go abroad to study. A m o n g those there were three outstanding painters w h o
emerged during the early period of the Republic in China. They were X u , BeiH o n g (1896-1953), Liu, Hai-Su (1896-1994) and Lin, Feng-Mian (b. 1900) »
These three masters, together with their predecessors such as Kao, Chan-Fu
(1879-1951) have acquired their fame on the path of learning the new way*.
Those w h o returned from overseas studies devoted their efforts to Chinese art by
establishing a modern art school in China, which became the main force to push,
as well as guide, for the modernisation of Chinese art
During the period between the establishment of the Republic of China and the year
1949, the two directions of 'absorb the old' and 'learning the new' went through
several stages of transformation from competing against each other to, later,
attempting to resolve the conflicts so that, hopefully, they could be brought
together. There were three major events during this period in China which could
divide this era into four little periods in the process to merge the two directions in
the history of modernisation of Chinese art.20 They were the M a y Fourth
Movement, the success in conquering the northern warlords, and uniting them
under one Chinese system, and also the Declaration of the Sino-Japanese W a r
(1937).21

Within this period, due to these historical events, the success of harmonisation o
the two art directions was evident during the Sino-Japanese W a r (1937-1945).
However, the immediate aftermath of the power struggle between the Chinese
Communists and the Chinese Nationalists, and the latter's retreat to Taiwan after
losing the war, had a detrimental effect upon the young but still weak success, in

iy

Hsi, Bei-Hong went to France to study Western Painting in 1918, and had made a great
contribution to the modernisation of Chinese art after he went back to China. A s his influence
has been so profound, he is always considered a master whenver the subject of the history of
Chinese modern art is discussed. In early 1990,1 visited Hsi, Bei-Hong Memorial Hall in Beijing
several times to observe his paintings, and have become good friends with Hsi's widow (Mrs.
Liao, Jing-Wen).
20
Guo, Ji-Sheng, p. 31.
21
The students demonstration in Beijing on 4th M a y 1919, in protest over the Government's
surrender to the Twenty-one Demands from Japan, touched off subsequent literary and other
reforms.
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the harmony of the two art directions. A s a result of the complexity of the Chinese
political struggle, China had put an end to its cultural transformation. Since then,
these two directions went different ways as before. The 'absorbing the old' stayed
and later flourished in mainland China, and the 'learning the n e w way' had the
freedom to develop under the Nationalists in Taiwan.22
The Chinese Communists adopted a conservative 'closed door' policy after 1949.
A s a result of this policy, the only style which w a s officially accepted by the
government w a s the particular realistic style which embraced the philosophy of
Russian Socialism. This realistic style w a s led by X u , Bei-Hong (1896-1953)
under the slogan of 'cultural serving the political'. A n y styles other than this, were
treated as the dregs of society, either being forced to cease or faced with extreme
and severe criticism, so that there was little chance for them to flourish. 'Learning
the n e w way' was inevitably terminated by those social and political pressures. In
comparison the situation in Taiwan, due to the lack of the majestic natural
geographic features, which were an essential element for inspiration in traditional
Chinese art, as well as a lack of traditional culture and the fact that only a handful
of traditional 'master painters' had followed the Nationalists to Taiwan, led to the
'absorb the old' school being dramatically weakened.23 In retrospect, 'the modern
Chinese painting' which flourished at the end of 1970 in Taiwan, basically was
applying the philosophy of 'learning the new' upon the traditional medium and
techniques. The creations from this period were often shallow and superficial.
Earlier this century, while Chinese art's modernisation, together with
the political interchange, was under w a y in mainland China, the island
located at the south east of China, Taiwan, w a s also going on with its
o w n 'art modernisation' under the Japanese occupation. D u e to the
different cultural and political environment, the modern Taiwan art
movement under the Japanese influence w a s very different from its
Mainland counterparts.24
However, we should still make an analysis of the new art movement in Taiwan
from the overall view of the Chinese art m o v e m e n t Because of the connection,
culturally, socially, and historically to China, and after 1949, following the retreat

22
23
24

Guo, Ji-Sheng, pp. 30, 31, 32, 33.
Guo, Ji-Sheng, pp. 36, 37.
Guo, Ji-Sheng, p. 37.
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of the Chinese Nationalists from the mainland, Taiwan's n e w art movement was
more or less still connected with the art movement in mainland China. Therefore,
basically the n e w art movement in Taiwan was still part of the movement in China,
although it was transformed somewhat from orthodox Chinese art after the
Japanese colonisation.
The main difference between the Taiwanese and Mainland China's modern art
movement was the focus of their attitude towards the 'traditional'. The painters in
Mainland China w h o followed the path of 'absorb the old' saw 'tradition' as the
most valuable treasure. Even when on the path of 'learning the new' they still
carried this tradition. Therefore those w h o returned from overseas studies,
concentrated their effort towards 'change for the good' of traditional Chinese
painting. The majority of them went back to China committed to water and ink
creation with their newly learned Western ideas. Under the direction of 'using the
West to nourish the East', gradually the merging of 'absorb the old' and 'learning
the new' started to c o m e about. In contrast, those painters in Taiwan were not
burdened by traditional culture, and they were interested in learning new mediums
and techniques in their n e w environment. Simply speaking, "painters in Taiwan
only needed to k n o w h o w to learn from Western art, without the problem of 'how
to change-for-the-good Chinese traditional painting' that mainland painters were
burdened with."25 This particular characteristic of artists in Taiwan was the result
of being under colonisation of another culture, i.e. Japan, as well as special
historical experience and local cultural background.
The above were the developments in the transition from traditional to modern
Chinese painting. It started as an extension of the orthodox and was influenced by
the knowledge and techniques from the West.
The foundation of pure Taiwanese art development was set between the Japanese
colonisation (1895-1945), and the Nationalist government's lifting of martial law
in Taiwan during 1987. Within these ninety years, this long and yet not so long
period, thefirstfiftyyears of Japanese colonisation was exactly the same period

25

Guo, Ji-Sheng, p. 38.
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when Taiwan was developing its Western style, which emerged as a different style
in Taiwan compared to traditional Chinese painting on the Mainland.
This kind of colonial art development in Taiwan mostly followed the trend of
contemporary Japanese art movements, which were inspired by French
Impressionism. W e will discuss this in more detail later.
Another important stage in Taiwan's art movement was the forty year period
between the return of sovereignty from Japan back to the Chinese Nationalists,
after Japan's defeat in the Second World War. This is the period between 1945
and 1987. This period of 'Chinese' governing 'Taiwanese' also plays an
important role in Taiwan's art movement. O f course, under a system like this art
was obviously limited.

The following three chapters will further analyse the major stages which influence
thefineart movement in Taiwan before 1987.

23

(b) Society and its relation to n e w art development in Taiwan during
the Japanese colonisation (1895-1945).
When the Japanese Empire started colonising Taiwan in 1895, the local
industrialisation was just about to begin. In fact:
Taiwan was still an agricultural and semi-feudal society [pi. 6]. A n y
new movements and changes were only implemented at a slow pace
due to the thousands of years of old Confucianism. Fatalism and hard
work were the main social attitude in those days.26
When the Japanese suddenly invaded Taiwan, the locals would not and could not
accept such a thing, even when they were brutally oppressed by a superior power.
There were two aspects to describe the Taiwanese complex in that time.
Subjectively, it was the corrupted Ching Government, w h o was defeated in the
Sino-Japanese W a r in 1895, w h o handed over Taiwan as a compensation. Taiwan
was then considered by the Ching Government on the mainland as an undeveloped
barbaric place [pi. 7-9]. Since Taiwanese were abandoned by their o w n
Government, a strong resentment had started building up on the island.
Objectively, Taiwan had its o w n social system and was rather self-content under its
o w n authority. After the Sino-Japanese War, the Japanese applied their system of
government onto the islanders with cruel measure. From the stance of national
dignity, naturally, the Taiwanese could not accept the Japanese. Based on these
two reasons, a yearning for self determination started to emerge among the locals
during the early colonisation. Nevertheless, the movement against the Japanese
did not achieve much, as the Japanese oppressed the locals with both soft and
harsh measures, which profoundly influenced Taiwan's culture, except its politics.
Y o u could even say Taiwan's culture is almost a copied version of Japan's. It is
even more apparent in art. Therefore, the art education conducted by the Japanese
in Taiwan deeply affected the art development on the island thereafter. The
intention the Japanese Empire had for Taiwan is explained by Yonaihara Tadao in

26

Wen, Chong-Yi, "Taiwanese Industrialisation And Societies Changes", Social Vicissitudes
and Culture Development in Taiwan Region, Chinese World of Criticism (ed.), Lian-Jing, Taipei,
1989, p. 3.
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PI. 6 The farmers of Tai-Dong county in the Japanese colonisation
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the book Taiwan - Under Imperialism. H e writes, "The objectives of ruling
Taiwan was to separate Taiwan from China and merge it with Japan."27
"Although there were still a few intellectuals who went to China to study after
Japan took over Taiwan, most people would go to Japan for further study."28 This
was due to the educational standard being very backward on the island in those
days.
A census carried out by the Japanese colonial authority in 1922 showed
that there were 3,974,000 people living on the island. Amongst that
figure, the people of Chinese origin numbered 3,679,000, the native
tribal people were 84,000, whereas the Japanese and other aliens were
181,000 and 30,000 respectively. The proportion of schooled pupils
of total Taiwanese children of school age in that time was only 3 2 % .
Schools for Taiwanese pupils were called The Public School. In that
time, there were about 2400 students studying in Tokyo, or 7 out of
10,000 total Chinese Taiwanese population. The highest number of
creative art students at that time was 30, and 8 0 % of this number were
studying in Tokyo Fine Art College.29
From these figures, we can easily see, that in those days painters in Taiwan
represented the people of the 'New Culture'. They were the minority among the
minorities. Therefore, whatever movements were conducted by this small group
of people, they drew certain attention from all levels of people. O f particular note
was the forming of the 'Painting Groups', which was then a completely n e w style
of social group to the society. All activities organised by such groups were seen as
important parts of the 'Culture Movement', especially under the name of 'National
Movement'. In addition, the Japanese colonial Government was trying to make the
simulation of Japanese culture a social fashion. In that way, the newly emerged
painters had become important and special in society. Next, the art development in
Taiwan during the Japanese occupation is to be discussed under three categories:
(i) the position of fine art in Japan during the occupation of Taiwan; (ii) the
influence of the early 'official organised art exhibitions' in Taiwan; (iii) the
establishment of early 'painting groups' in Taiwan.

27

Xie, Li-Fa, p. 96.
Yen, Chuan-Ying, "The Art Movement in the 1930s in Taiwan", Modernity In Asian Art,
John Clark (ed.), Wild Peony Ltd, Sydney, 1993, p. 45.
29
Xie, Li-Fa, p. 77.
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(i) The position of fine art in Japan during the occupation of
Taiwan.
In order to understand how Japanese art education has influenced the Taiwanese
artist during their occupation, it is necessary to k n o w something of art in Japan at
that time. In fact, ' T h e so-called 'Japanese Painting' actually c a m e from northern
China, and w a s n a m e d 'Northern Painting' a long time ago." 30 Japanese Painting
then developed its o w n style by artists adding their natural environment and racial
characteristics into it. M u c h later on, the Japanese accepted Western painting
techniques from the time of the Meiji Restoration, which provoked the m o v e m e n t
of Westernisation.31 Japanese society did not start learning everything from the
W e s t all at once but only after a long period of restoration. Naturally, the
European (especially Paris) Painting had also been accepted.32 This situation w a s
different from Taiwan's which w a s forced to digest Western Painting b y the
Japanese education system. T h e transformation of Japanese art occurred according
to the cultural reform and social needs, whereas the change to Taiwanese culture
w a s m a d e b y the external force by which it w a s injected with a total alien culture to
its o w n local one. T h e difference of the cultural transformation has also outlined
the different experience and results of the later development of m o d e r n art in
Taiwan and Japan.

30

Chinese 'Northern Painting' was practiced in the area centred around the Yellow River and to
the north of the Yantze River. Due to the clearer air and cold climate in that area, the features and
colours of objects were easily observed. Consequently, this painting syle used lines and colours
as their painting theme. Besides, Confucianism was employed as their background idea, and they
were in favour of practical art which became Chinese Realism. All these styles reflected people's
daily life and related closely to society. Xie, Li-Fa, p. 249.
31
Before 1867, Japan was ruled by the Tokugawa Shogunate Government with a closed-door
policy, which impeded Japan's progress in politics, economics and culture. In 1867-1868, the
Meiji Government initiated the open-door policy which encouraged the whole nation to copy and
learn things from Europe. They even advocated the idea of 'Detach from Asia and join Europe',
which tried to cut off the connection with backward Asia to jump onto the European high-tech
platform. Therefore, since the restoration, the Japanese considered both themselves and white
Europeans to be the superior races, and started to discriminate against their Asian neighbors, like
China and Korea. This concept still exists among the Japanese today. O n one hand, the
Restoration indeed enabled Japan to become a high-tech and economic giant, on the other, it
expanded the Japanese self-image into an aggressive nation which had invaded China, Korea and
contributed to the human tragedy, World War II
32
Sakai Tadayasu, "Was Japanese Fauvism Fauvist?", in John Clark (ed.), p. 131. Xie, Li-Fa,
p. 253.
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Kuroda Kiyoteru and K u m e Keiichiro established a private art school - Ten-Shin
Dojo, in 1894, the year following their return from Europe where they studied.33
They were then both admitted to teaching western painting in the Tokyo Fine Art
School in 1896. "From then on French Impressionism was formally introduced to
Japanese artists w h o previously k n e w very little about the western style of
painting."34 Although the reform was widespread,
The authority still virtually remained in the feudal system. Therefore,
whether the seed of Impressionism that came from the Industrial
Revolution would grow and blossom in Japan or not was unknown,
since it was planted into a soil of a very different culture. Soon, Post
Impressionism and Fauvism were very quickly spread throughout the
art societies in Japan. Ever since then, the art development in Japan
has closely followed in the steps of the European's.35
The importance of developing their own cultural style was neglected in that time.
Such strong yearning for westernisation has resulted in art development in Japan
following the W e s t
France's splendid art achievement in the nineteenth century was based on its own
unique cultural background. However, this splendid achievement did go through a
long, dark and harsh period. It was like a polished gem which came from a rough
rock. Whereas the Japanese attempted to transplant the European achievement by
mimicking it36 Such mimicking was only a superficial imitation in both technique
and material, especially since no research and evolution were involved. Thus, it
will not be hard to imagine what the art phenomenon was in Japan at that time.37
Taiwan's art depended on the nurturing source from Japan, consequently, the art
development in Taiwan was even more difficult and aimless.
Nevertheless, "the art in Tokyo in the early 20th century was the most avant-garde
in Asia. This provided a shortcut in further study for the Taiwanese students w h o
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Kuroda Kiyoteru and K u m e Keiichiro went to France for study in 1890, and were influential
artists in Japan in the early 20th century.
34
Xie, Li-Fa, p. 173.
35
Xie, Li-Fa, p. 19.
36
Thefirstexhibition of Impressionism was held in April 1874 in Paris, and the last exhibition
was in M a y 1886. After Impressionism was the N e w Impressionism. Kuroda Kiyoteru and
K u m e Keiichiro took back Impressionism to Japan in 1893 which was almost 20 years behind
Europe. Xie, Li-Fa, p. 19.
37
Xie, Li-Fa, p. 19.

31

were enthusiastic about western art."38 Consequently, whenever the topic of the
art development in Taiwan during the early stage is discussed, people will agree
that although Taiwanese art development was dependent on Japanese culture, there
was nothing negative about it in terms of contemporary art development.

38

Yen, Chuan-Ying, in John Clark, p. 45.
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(ii) T h e influence of the early 'official organised exhibitions' in
Taiwan.

After the brief analysis of Japanese art development in the early twentieth cen
w e should n o w be able to see, h o w much the Japanese influenced Taiwan's art
development
At the beginning of the occupation of Taiwan, the Japanese
Government was engaged in dealing with the local rebels. Only after
the resistance was eased and the social order was restored, was the
infrastructure put in place for the needs of modernisation and economic
development [pi. 10-11].... The scheme for cultural development was
not considered until the latter half of the occupation.39
The Taiwan (Fine) Art Exhibition or TAE, which moved Taiwan's art development
into a new stage, was formed in 1927. This exhibition was held by the Japanese
Colonial Government-General annually since then. It stopped for a year in 1937
due to the Japanese invasion of China. In the following year, 1938, it was started
again by the Educational Department of Japanese Colonial Government-General
and was renamed Governmental (Fine) Art Exhibition or GAE. 4 0 This annual art
exhibition lasted until 1943 when the Japanese troops were defeated throughout the
Pacific area and the Japanese Government started losing energy to continue the
exhibition. Altogether, such art exhibitions were held for sixteen years. It was the
only art competition and exhibition in Taiwan and functioned like a navigator for
Taiwan's art development.

Although the official organised exhibition only ran for sixteen years, it was i
a corner stone for art development in Taiwan. These two consecutive official art
exhibitions were then the backbone of Taiwan's art activities. However, they were
controlled by the official art show supporters in Japan.41 It is considered by
researchers today, that this control was the main factor in Taiwan's art
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W a n g , Xiu-Xiong, in Taipei Fine Art Museum, p. 287.
Yen, Chuan-Ying, in John Clark, p. 49.
41
Japan's Culture Department, inspired by the French Salon, organised their first official art
exhibition in 1907. The exhibition was named "The Culture Department Art Show", and was
renamed "The Art Exhibition of Tokyo Empire Art College" in 1919. It was the official art show
in Japan. The first Taiwan Art Exhibition organised by the Japanese colonial Government in
1927, actually was the copied version of The Art Exhibition of Tokyo Empire Art College. Xie,
Li-Fa, pp.262-9.
40
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PI. 10 The child labourers of Tai-Chung county in 1933
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PI. 11 Taipei city in the Japanese colonisation

development being so dependent on Japan. Prior to T A E , Taiwan's fine arts
inherited from Mainland China were only folk arts and literati paintings, unlike
literature and plays which were inspired and influenced by the n e w ideas from
China.42 Therefore, in the 1920's, young Taiwanese w h o were interested in fine
art would consider studying in Japan as the necessary path. "The colonial
Government organised T A E in 1927 w h e n the first group of art students came back
to Taiwan after they finished their study in Japan."43 Ever since then, T A E and
G A E have become the performing stages for Taiwanese artists.
From the above analysis it can be seen that the art concepts of the colonial time in
Taiwan w a s completely controlled by the exhibitions in both Japan and Taiwan.
Besides this, the effect from several influential artists from Japan w h o went to
teach in Taiwan w a s also profound.44 Almost all Taiwanese painters followed the
Japanese art school's and the standard styles of the official organised exhibitions.
Very few had been inspired by contemporary European style and concept. That
was also w h y Taiwanese artists could only create some folk-like art about the land,
which did not belong to themselves completely and were not able to catch up with
the main stream in world art, let alone express their o w n culture through their art.
In those two official exhibitions, the major styles were divided into two categories:
Oriental Paintings (Japanese painting, slightly different from the Chinese one) and
Western paintings (water colour paintings and oil paintings). These two styles of
painting are explained in the following paragraphs.
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Yen, Chuan-Ying, in John Clark, p. 46.
Xie, Li-Fa, p. 103.
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Ishkawa Kinichiro (1871-1945), Shiozuki Toho (1885-1954), Gohara Koto (1892-1965) and
Kinoshita Seigai (b. 1889) went to Taiwan to teach art between 1907 to 1921. They all had great
achievement and authenticity in art. Wang, Xiu-Xiong, in Taipei Fine Art Museum, pp. 289-91.
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Oriental Paintings

In the first TAE, none of the paintings in Chinese style qualified. This forced th
artists of Chinese painting to learn Japanese painting. Consequently, all paintings
participating in the exhibitions were only in the Japanese style to meet the panels'
tastes.45

Such phenomena w a s criticised by some concerned art people.

Matzubayashi Kegetzu (1876-1963) a member of the exhibition panel commenting
in the third T A E in 1929, said, "The Chinese paintings were extremely rare in the
show, geographically speaking, Taiwanese paintings should include some
southern Chinese style."46

On the other hand, during the period of the official organised exhibition, in term
of the Oriental Painting division, although artists' creations were restricted by style
and technique, the paintings' themes and subjects were freely chosen and
expressed by the painters according to their thought and experience. "They
realised that in order to express their o w n thought and personality, it was necessary
to employ local experiences. Only in that way, the Taiwanese art style could grow
and be promoted. 47 Unfortunately, it only referred to the subject and topic of the
paintings not the background thought and insight of the paintings. Thereafter,
such an art concept was still much better than that of those traditional painters, w h o
came to Taiwan with the Nationalist Government, and still painted the landscapes
and creatures only seen on the mainland without changing a thing even when they
were in a different place.

45
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Xie, Li-Fa, p. 152.
"Taiwan Progress Daily News", (15th November 1929), Taiwan.
Wang, Xiu-Xiong, in Taipei Fine Art Museum, p. 303.
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W e s t e r n Paintings
T h e active Taiwanese painters in the official exhibitions could be categorised into
three types: a. those graduated from the Tokyo Fine Art College, b. those
graduated from other private schools in Japan and c. those graduated from Taipei
Normal School. A small group of painters w h o were private students of Ishikawa
Kingichiro were also counted. Hence, water colour paintings and oil paintings
were the main streams of western paintings in those days in Taiwan. Their
painting styles adhered to the Japanese art educational trend and the styles (e.g.
Pleinairism, Post-Impressionism, Fauvism and Expressionism) encouraged by
those Japanese art teachers in Taiwan. However, the theme of western paintings
was m u c h the same as Japanese paintings, which mostly involved the landscapes
and people of Taiwan without m u c h inspirational creativity. Hiara, a panel member
of the 10th T A E , in 1936, pointed out such a strong complex of foreignworshipping amongst the Taiwanese artists caused them to neglect to develop their
o w n art. H e spoke frankly as a scholar himself:
The theme and trend of the exhibitions have c o m e to the stage of
copying everything from France and Tokyo. The styles I expected
from the Taiwanese o w n were nowhere to be found. There should be
some works expressing the Taiwanese feelings and characteristics. In
general, m a n y painters possess excellent painting technique.
Unfortunately, m a n y of those are stuck on the surface without
developing into a deeper level.48
From this criticism, it is not difficult to discover that Taiwan's painting style
dependent on Japan's during the Japanese occupation.

From the first official organised art exhibition in 1927, one thing we can be firm
sure of is, that it was indeed a n e w milestone for Taiwan's n e w art movement. 49 Its
authenticity and importance influenced the direction of Taiwan's art development.
Painters established their fame by means of participating in the competition of
official art exhibitions. They believed that through winning prizes in those
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"Taiwan Progress Daily News", (19th October 1936), Taiwan.
Thefirst'Taiwan Art Exhibition" was held on 22 October 1927 in Hwa-Shang Elementary
School, Taipei. 128 paintings were displayed. Among them were 40 Japanese paintings and 88
western paintings. Xie, Li-Fa, p.98.
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competitions they could gain status in art society. If w e measure the artists'
achievements in that era by means of the prizes they w o n (the famous ones were
Lin, Yu-Shan, Liao, Ji-Chun [pi. 12], Lui, Tie-Zhou [pi. 13], Chen, Jing-Hui,
Chen, Jin [pi. 14], Li, Shir-Chao, Chen, Cheng-Po [pi. 15], Yang, San-Lang,
Chen, Ching-Fen, Li, Mei-Shu and Guo, Xue-Hu, eleven altogether) they were in
truth, the models of n e w Taiwan's art.50 Whether they contributed anything to the
n e w art movement or not, they are at least highly respected without a doubt,
whether they are still alive or have passed away.
When we look back to the western painting in Taiwan of the time of TAE and
G A E , w e can find that although the western contemporary art introduced through
the Japanese was acknowledged by Taiwan's artists to a degree, they never
properly absorbed and formed their o w n painting concept and structure toward
western art. Like most people, artists of that time had lost their confidence toward
their o w n culture after being ruled by a foreign government In many aspects from
language, clothing to religion and even their facial structures, the Taiwanese felt
more or less inferior to the Japanese.51 Therefore, they gradually lost their o w n art
standard and adapted to the one from the new ruler's culture. T o a degree, even
some painters considered the deeply rooted folk characteristics hindered their
progression of learning western painting. They completely forsook the truth that
most great and mature artists are based on the deep understanding of their o w n
cultural background and thought projection.
On the other hand, the new art movement in Taiwan was polished by either the
Japanese or western paintings through sixteen official art shows and was prepared
to m o v e to a newer phase of art development for both painting styles. Therefore,
the history of Taiwan's art development or rather a sixteen-year's 'art colonisation'
might seem a bitter history, but was in fact a crucial cornerstone for Taiwan's art.
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Lin, Yu-Shang (b. 1907, Taiwan), Guow, Shei-Hu (b. 1908, Taiwan), Cheng, Jin (b. 1907,
Taiwan), Lui, Tie-Zhou (1898-1942, Taiwan) and Cheng, Jin-Hwei (1911-1968, Taiwan) were
Japanese style painters. Li, Shi-Chao (b. 1910, Taiwan), Cheng, Cheng-Po (1859-1947,
Taiwan), Young, Shang-Lang (b. 1907, Taiwan), Cheng, Ching-Fen (b. 1912, Taiwan), Li, MayShu (b.1902, Taiwan) and Liao, Ji-Chuen (1902-1976, Taiwan) were western style painters. All
these painters were often awarded in the official art exhibitions. Xie, Li-Fa, pp. 260,261.
51
People w h o are over 60 in Taiwan and were educated under the Japanese system tend to use
Japanese language to indicate that they are literate. Such an attitude denotes the Taiwanese
inferiority complex.
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PI. 15 Chen, Cheng-P o , Dian-Shiau high school,
1936, oil on canvas, 91 x 116.5cm

PI. 14 Chen, Jin , Bride in her room, c.l940's,
Chinese colours on paper

PI. 16 Ishikawa Kingichro, Landscape, c. 1920's,
water colour on paper

PI. 17 Lan, In-Ding, The gate of Taipei city
wall, 1955, water colour on paper

(iii) T h e establishment of early 'painting groups' in Taiwan.
During the Japanese occupation, a few painters' groups were formed on the island.
Those groups were actively involved with the official art activities, such as T A E
and G A E . Also they were involved with the ethnic movement. They functioned
like an engine that pushed the whole art movement of Taiwan forward.
The emergence of many major art groups and painting styles in recent world
history has all c o m e from some kind of ideology or thoughtfirst;then they were
led and formulated by few key persons before they gradually grew into a scale that
could shake the whole history of art. Dadaism, for instance, was started by Tristan
Tzara, H u g o Ball and Richard Hiilsenbeck in 1916. Theyfirstintroduced their
thought in Zurich as a protest against rules that were regarded as 'holy principles'
to the orthodox arts. Their appearance was due to the disappointment of human
beings after the First World War. In addition, the N e w Realism, by French art
critics Pierre Restany, Yves Klein, Daniel Spoerri and Martial Raysse in 1960, was
started for a similar reason. Their idea was to express the living environment and
social behaviours of the mechanical civilisation through their paintings. Naturally,
for the painters' clubs or groups in Taiwan of that time, their local achievement and
awareness of art could hardly match the European counterparts. However, they
did function similarly in terms of their contribution to the n e w art movement in
Taiwan.
When western culture was introduced to Taiwan through Japan, those Taiwanese
artists w h o were the pioneers encountered the shock from this brand new culture.
They tried to fit themselves into this new society, and in so doing they knocked
d o w n the old traditional intellectuals' wall and walked right into the crowd and
society. The thoughts of freedom, democracy and science inspired them into actual
actions. Although they were brave enough to accept the imported thoughts, they
were not strong and precise enough to blend their o w n things with the n e w ones.
Hence, they faced a big dilemma between their society and art creation. Thus, the
artists could only treat their art works as a kind of art research. They even formed
co-exhibitions for their o w n to stimulate and encourage each other. The first
Taiwanese art club was the Seven Stars Art Group founded in 1924 under these
circumstances. This painting group was organised under Ishikawa Kingichro [pi.
16], an art teacher from Japan of the Taipei Normal College. There were seven
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members in the group. They were Ni, Jiang-Huai, Chen, Cheng-Po, Chen, YinSheng, Chen, Chern-Pan, Lan, In-Ding [pi. 17], Chen, Zhi-Qi and Chen, IngY o o n g w h o were the young generation of that time.52 It is not difficult to discover
that those hard working Taiwanese artists were the young people w h o struggled
with a growing pain between their confidence and dilemma.
If you are interested in knowing why the artists in Taiwan started to organise
painting groups after 1924, and to promote art movement as their spiritual aim, and
w h y the intellectuals regarded the island-wide art exhibitions as the major spiritual
and cultural event, then it w a s certainly partly due to the Japanese colonial
Government's policy, which tried to distract the Taiwanese intellectuals' attention
from rebelling against the Japanese Government. 53 But, a very important point to
consider is the fact that w h e n the intellectuals were oppressed and restricted by the
coloniser, they needed tofindsome things or some ways to let go and express their
depressed emotions. The Japanese Government only allowed Taiwanese to study
agriculture, medicine and art. L a w and politics were banned to them, as these
subjects would advocate the awareness of racial independence. Thus, the art
activities became one of the tools to do this. Although those activities were hardly
vigorous, they were the only group activities permitted under the ruler's tough
oppression. In thattime,Taiwanese people's emotion was clandestinely expressed
through folk songs Song sadly like a forsaken w o m a n lamenting with expectation.
Songs like Flowers in The Raining Night, The Moon Night Gloom and Looking
Forward

to the Spring Breeze were produced by the intellectuals under the

circumstance of being ruled and suppressed by the Japanese. T h e painters,
although they were also the intellectuals, did not dare to express their nationalist
ideas and anti-Japanese emotion in their paintings. Such taciturnity is criticised by
today's scholars, w h e n the early art movement in Taiwan is discussed.
As it was mentioned, the new art movement in Taiwan was led and promoted by
private painting groups, especially after the Seven Stars Art Group was formed in
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1924, Ni, Jiang-Huai was 32, Chen, Cheng-Po was 30, Lan, In-Ding was 22 and Chen, ZhiQi was 19. Xie, Li-Fa, p. 66.
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Since the T A Efirststarted in 1927, The Taiwan Progress Daily News, the biggest press in
Taiwan, always used a whole page to reported the T A E activities and its related articles. Such
enthusiasm no longer exists in Taiwan today. It also showed how crucial art activities were in
Taiwan's society at that time.
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1924. Since then, several other major groups emerged. They were the Taiwanese
Water Colour Painting Group consisting of eight members, the Red Island Group
regrouped from the Seven Stars Art Group in 1927 with thirteen members, the
Club of Solitude Hut formed in 1932 with twenty-two members, the Sun of
Taiwan Club started in 1934 with eleven members, the M o v e Art Group founded
in 1938 with six members and the Taiwan's Stylish Art Association began in 1941
with eleven members. 54 O n e c o m m o n point a m o n g those groups was that all their
m e m b e r s were young and had the same goal, which was to express and project
their thoughts and ideas of art through their painting groups. Their persistence in
art, and the passion for their native country could be easily perceived by their
groups' names.
The new art movement in Taiwan between 1895 to 1945 was triggered by the
modernisation of art and literature which was considered by some intellectuals as
the result of the modern education introduced by the Japanese Government.
Actually, it was correct to an extent in terms of cause and effect. H a d the Japanese
not ruled Taiwan forfiftyyears, what would the art development in Taiwan be
like? There seems no easy answer to it. However, half a century's oppression had
channelled the local intellectuals' emotional energy into their cultural development
and this w a s undeniable. W u , Zhuo-Liu (1900-1976) a Taiwanese writer of that
time in the preface to his book, The Asian Orphan, said:
H u , Tai-Ming's (the main character) whole life w a s like a sacrificed
lamb of a distorted history ... W e , as the educated people of this island
country, no matter h o w you can handle or bear it, w e all at least suffer
emotionally like H u , Tai-Ming. Therefore, I wrote this book to let the
conscientious Japanese understand our suffering as well as to teach our
next generations.55
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Since Dadaism was introduced to Japan by a group of artists who went to study in France, the
new naming idea became a fashion widely practised among the pioneering artists or art groups.
From 1922, there appeared many art groups with western names, e.g. Action (1922), Autism
(1923), Nova (1931), Zigza (1931), Nini (1933), Jan (1934) and Les Lilas (1936) etc. which were
formed under the inspiration of different western European modem art schools such as Futurism,
Dadaism, Constructivism and Surrealism. Although all these idealisms and painting concepts
were not introduced to Taiwan, their fashionable naming ideas were picked up by Taiwanese
artists. Xie, Li-Fa, pp. 223, 259.
55
Xie, Li-Fa, p. 199.

43

During the Japanese occupation, Taiwanese artists were trapped in the confusion of
cultural and political identity. Nevertheless, their seriousness and persistence
creation were the major stimulus that kept moving Taiwan's art forward. This
could be proved by an article written by Chen, Cheng-Po, one of the founders of
the Seven Stars Art Group:
I, am the paint, I do not know when and where I came from. Since I
was shipped into the factory, I was manipulated between the w o m e n
workers' tenderfingersuntil I became the useful paint
Since then I never knew what had happened in the world, I only knew
it was a factory full of machinery.
The place was full of the machine's noise. 'BANG', a big noise of
crushing, I then became powder. In front of m e lay m y companions'
carcasses. They too were sacrificed after that ' B A N G ' sound.
Then, 'RATA, KATA', a different noise approached, I was pushed
into a long pipe and plunged into a water tank. With other
companions, some were sinking, some were floating. A while later,
w e were all dragged out of the water and left to get dry.
This time, I was thrown into a boiling oil pot and was cooked into a
gluey liquid. The flames were flaring high. All of sudden, I raised up
from the flames. W h e n I regained m y consciousness, I found myself
enclosed in a lead tube. I was labelled and named in red, yellow and
m a n y other colours before they wrapped m e up into a box and put m e
into the human's world.
One day, a painter bought me off the shelf. Everyday, he squeezed
me, mixed m e up and brushed me. It took very long before I became a
dried painting and was hung in an exhibition hall.
WAO! I could never believe so many people staring at me and praising
m e admiringly. W h y ? W a s it simply because I have been through a
miserable life?56
Herbert Read said:
Art has no boundary. It will survive only under constant aggression,
immigration and transplantation. Nevertheless, in an art formed by an
integration of styles, the root that holds deep d o w n to the folk's soil
will make it stand firm.57
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"Taiwan Fine Arts" (June 1940), printed in Japanese, Taiwan.
Fang, Chin-Chieh, "A Criticism of The Development of the Official Art Exhibition in
Taiwan During the Japanese Occupation: A Study Also on Style, Mass Media and Art
Criticism' ", Taipei Fine Art Museum (ed.), p.356.
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T h e art formed during the Japanese occupation indeed survives, but the answer to
the question of whether the root that is supposed to be deep-set into Taiwanese soil
is already firm or not is certainly not an easy one.
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(c) T h e Period Between the Retrocession of Taiwan and T h e Retreat
of the Nationalist G o v e r n m e n t to Taiwan (1945-1949)
From 1945 to 1949, Taiwan experienced an odd art development period. Although
it only lasted for four years, it was extremely important S o m e Taiwanese scholars
considered that the development of art in that period was a combination of three
main streams which were: the local Taiwanese artists, the artists from the Mainland
after 1945 and the Japanese artists and intellectuals w h o remained in Taiwan after
1945.

As a matter of fact, since 1945, art development in Taiwan has been closely relate
to the social and historical transformation. It was indeed a crucial change
historically. Yet the humanistic education based on local culture was completely
ignored due to political concerns. Such apparent and serious mistakes can easily
be proved by the schools' literature and history material, where Taiwan's art
development has never been covered in the past few decades. Consequently, "the
development of Taiwan's art had stagnated for almost twenty years when it was
supposed to be thriving."58
In October, 1945, Japan handed Taiwan back to China's sovereignty as the result
of its defeat in World W a r Et. People on the island cheered amidst their tears of joy
as they had regained a new life. M a n y hermitic artists walked out from rural areas,
where they had hidden themselves to avoid being persecuted and started their art
creation again. They were full of hope and expectation for their future in art
creation, as they thought they were no longer being controlled by a colonial
government. In June, 1946, the Association for Advancing Taiwanese Culture
was founded in Taipei by people concerned with culture. They published a
magazine called Taiwanese Culture and actively promoted all kinds of cultural
activities, especially in promoting fine art. For instance, they organised the
Seminar of Fine Art in September, 1946, the Exhibition of Chinese Classical Fine
Art in January, 1947, and the Art S h o w of Tun-Huang. Besides this, they
organised the Committee for Promoting the Production of Taiwanese Art as well as
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Wei, Tian-Cong, "Social Vicissitudes and Literature Development in Taiwan in the Past
Thirty Years", in Chinese World of Criticism (ed.), p. 447.
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the Art Seminar.59 In addition, the Taiwan Provincial Art Exhibition (TPAE) was
formed in October, 1946 based on the previous idea of the Taiwan Governmental
Art Exhibition which was designed by the Japanese Colonial Government. TaiY o u n g Art Association, the biggest private art group during the Japanese
occupation, also became active again from June, 1948, and held the eleventh TaiYoung Art S h o w in Taipei.60
From 1945 to 1949, beside the Nationalist officers and troops, there were also
m a n y intellectuals w h o moved to Taiwan from the mainland. A m o n g them were
quite a few artists w h o re-introduced traditional Chinese art to the island. Under
such circumstances, 'Taiwanese art' and 'Chinese art' had a chance once again to
communicate and exchange experiences after half a century's division.
After the Japanese surrender, almost all Japanese in Taiwan were deported back to
Japan, but a few scholars and artists were permitted to remain due to their
specialties, which had greatly influenced the art development in Taiwan.
Therefore, a few years after 1945, the art development in Taiwan was led into a
n e w aspect and found a n e w hope, due to the efforts of these three groups of
people. However, history always seemed to go against Taiwan. The mutual
cultural respect and harmony did not last long. O n the contrary, it was full of
obstacles, obviously laid by the political problems. Although such political unrest
only existed for a very shorttime,it did hamper the culture and art development of
the island.
In February, 1947, a violent conflict occurred (Incident 228) between the
Taiwanese and China's administrative authorities in Taiwan, triggered by an
investigation of illegal tobacco.

This incident resulted in a long term

misunderstanding between the Taiwanese and the Mainlanders. A s a result m a n y
influential Taiwanese artists and intellectuals were victimised. A m o n g them, the
most important ones were Chen, Cheng-Po (1895-1947) and W a n g , Bai-Yuan

59 xie, Li-Fa, "A Notion of People in Taiwan", Avant-Garde, Taipei, 1992, pp. 177,178.
60
Xie, Li-Fa, "Taiwan Fine Art Development History During the Japanese Colonisation",
Artist, Taipei, 1989, pp.258, 259.
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(1902-1965). 61 In fact, not only the Taiwanese artists and literary people were
persecuted, but m a n y artists from the mainland were also victimised. Mainly
because the Chen, Yi administration, the Government of Taiwan at that time,
thought the 'Incident 228' was a Communist conspiracy, and therefore suspected
m a n y artists from the Mainland had links with it. Consequently, a lot of them had
to flee from Taiwan. Therefore, the interchange of ideas and experiences between
Taiwanese and Mainland artists was interrupted.

The actual causes of 'Incident 228' are not yet settled. However, one thing is ver
clear and that is, that m u c h damage to art development for both Taiwanese and
Mainland artists was obviously done by that incident. Also, the incident affected
the interchange of art development between Taiwan and the Mainland in the
following decades.
Misfortune rarely comes just once. In 1947, the last group of Japanese, whose
work related to cultural events, were deported. Since then, Japanese culture was
banned completely on the island. This policy created an extremely harsh
environment for those artists, w h o were brought up under Japanese colonial
culture. Their art creation was forced to face a cultural dilemma. Especially for
those w h o specifically dealt in the Oriental Paintings. Such problems also caused a
controversial argument later on over the so-called 'Legitimate Chinese Painting'.
This issue will be discussed further. A short time later, at the end of 1949, the
Nationalist Party was defeated by the Communist Party in the civil war on the
Mainland and withdrew to Taiwan. Such political turmoil terminated the four-yearold art exchange between the two sides. Since the second interruption of art
exchange, both sides' art development went into completely different directions.
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Chen, Cheng-Po joined the Nationalist Party in 1945, due to his patriotism. H e was
enthusiast in promoting cultural exchange between the Mainland China and Taiwan. In the
"Incident 228", 1947, he tried to mediate the tension between the Nationalist Government and the
Taiwanese people. Unfortunately, he was suspected by the Nationalists and was executed. Wang,
Bai-Yuan was jailed due to his active participation in promoting Taiwanese culture. Also m a n y
other elites were persecuted in that incident.
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(d) Art in T a i w a n in the years between the Chinese Nationalist Party
retreat to T a i w a n until the lifting of martial law (1949-1987)

Before starting to analyse the art development of this era, it is necessary to analy
the social background of Taiwan in the 1950's. In this manner, it helps us to
understand better w h y the art development in Taiwan after 1949 became difficult
and h o w that circumstance had hampered the cultivation process for the young
artists, including myself, born after World W a r II. The young generation was left
ignorant about early Taiwanese art culture, misunderstanding or even rejecting the
entire contemporary Chinese history to the extent of only pursuing international
trends and giving away their o w n cultural identities.
According to Wen, Chong-Yi, in the 1950's, Taiwan was at three levels of
development; economically, at the stage of reviving economics and importation for
replacement; in terms of literature, anti-communism and civilian issues; and
socially an agricultural society,.62 From 1952 to 1961, the Taiwanese average
annual income only increased from U S $ 129 to 151, which indicated the society at
that time w a s economically weak.63
Under that social structure, there were many social problems, which profoundly
affected Taiwanese art development. For instance,firstly,the entire society was
led to focus on economics and technological developments and ignore social,
literature and art developments. Secondly, the political restrictions had suppressed
social activities and development Lastly, friction existed between the Nationalists
and non-Nationalists, the traditional and the modern as well as pan-ethnicalism and
localism. These three factors were like three hidden hands thattightlycontrolled
Taiwan's social transformation and development after World W a r II.
Actually, there is one thing we should never forget to mention, while we are
talking about Taiwan's post war art development; that is the social background of
the social mentality trend. W h e n the war finished in 1945, Taiwan's fifty-year-old
colonisation was also abolished. After the Japanese withdrew from the island,
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another foreign culture that was even more influential than the Japanese moved in American culture. Frankly speaking, America did help Taiwan to stabilise its
political situation at that time. In the meantime:
The American culture gradually and deeply affected Taiwan's social
development and people's thought through m a n y different mediums
such as: politics, military, education, economics, science, culture,
business and so on. T h e influence especially appeared on the
generations born after World W a r II. They were eager to catch up with
the modern western countries and cast away a constantly defeated
history.64
Therefore, from the end of the 1940's to the 1960's, Taiwan's development was
under America's influence socially and culturally.
In the area of art, along with Taiwan's political, economic and education
development, the concepts of western (especially, American) contemporary art and
techniques were introduced to Taiwan quickly through all kinds of imported art
media. However, to transmit the essence of western art, media is not an
organised, systematic and thorough method. Although it seemed to be superficial,
it stimulated those enthusiastic artists subtly, w h o were sensitive and interested in
Chinese modern art. But, then, Taiwan only concentrated on economic
development and paidtittleattention to cultural development. Consequently, there
was no specialised official department or institute designated to promote art
education. Further, living standards at that time did not permit people to engage in
too many art activities.
These young generation artists,
W h o were under the western (American) cultural influence, considered
the official Taiwan Provincial Art Exhibition had inherited too much
Japanese style, which was regarded as too conservative and backward
by almost half a century in comparison to western art concepts.
Therefore, they became impatient with conventional art and thought the
only w a y to save Taiwan's art was to learn (western) modern art
concepts and techniques.65

Lin, Xing-Yue, in Guo, Ji-Sheng, p. 139.
Li, Xian-Wen, "A Running forward Art Movement", in Guo, Ji-Sheng (ed.), p. 25.
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Actually and obviously, they did not realise the unique social background in its
geography and history, and merely copied the images of western art and
completely ignored its factors of development and social background. Thus, it is
rather sad to review this history, as that attitude acted not only as a rule for m a n y
artists at thattime,but also affected later artists profoundly in their art creation and
misled them with their half-learned knowledge. In the following paragraphs, two
artists' groups the East Painting Group and the M a y Painting Group are two good
examples to explain such a phenomenon.
The following articles will be divided into nine sections to analyse the art
development process from when the Nationalist Party retreated to Taiwan in 1949
until the establishment and influences of the East Painting Group and the M a y
Painting Group. These are the things that also strongly influenced m y growing
experiences and art education background. These developments were all connected
to each other and will be discussed extending to the period of time before the
Nationalist Government lifted martial law in 1987.
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(i) T h e artists from Mainland China (after 1949)
The Artists who moved to Taiwan with the Nationalist Government in 1949 could
be divided into two major groups; one was the conservative classical Chinese
painters, the other was those w h o did Western paintings (water colour, prints and
oil paintings) and had embraced modern thought. Those classic Chinese painters
mostly acquired the traditional intellectuals' characteristics which considered
paintings purely a hobby. Therefore, all their works, which followed the
traditional literati styles, were very distant from the Taiwanese life outlined by daily
chores and the daily struggle to survive. Most of those Chinese artists possessed
high political positions and social status, so they easily formed their authority in art
and some major art groups, although they neither had m u c h involvement in the
movements of modernising Chinese art, nor were they academic art leaders. In
fact, another reason for them to become important was their conservative painting
styles which suited the Nationalist Party's political need during that time.66
Among the painters from the Mainland, a group of people who had new painting
concepts disagreed with communism. Unlike the conservative ones (dealing with
traditional Chinese painting), this group of painters (dealing with water colour and
oil painting) did not possess any political or social position, because they did not
have good relationships with the Nationalist Party. At thattime,Taiwanese artists,
w h o were educated under the Japanese culture, were still influential. They did not
accept this group of 'Western Painters' from the Mainland, due to their different
concepts in art. Under such circumstances, this group of mainland artists
published their o w n magazine and organised their o w n studios and workshops in
order to express their opinions about art. Their major active space was in Taipei
city because most of them lived in the north of Taiwan.
The influences from the two groups of artists from Mainland China can be roughly
summarised as follows: the conservative group led the direction for the academy,
while the other group with western ideas gave a strong impact to the art
development in Taiwan through the establishment of Li, Zhong-Sheng Studio

Xiao, Qiong-Rui, pp. 76, 77.
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(introduced later). Besides this, the 'provincial art' from the Taiwanese artists also
m a d e a contribution to Taiwan art development at the time.

53

(ii) Li, Zhong-Sheng Studio
As was mentioned previously, there were no professional art schools in Taiwan
during the Japanese occupation. Therefore, forming private painting groups or
participating in art competitions became the major art activities for most artists.
The art schools that led the movement of modernising Chinese art on the mainland
did not m o v e to Taiwan after 1949. Consequently, the art movement in Taiwan
was completely driven by the painters' clubs. The East Painting Group and the
M a y Painting Group, the most important and influential art groups in the early
period of Taiwan art development, were formed under such conditions. Behind
these groups, there was a very influentialfigurefrom the mainland w h o greatly
affected those two groups, - Li, Zhong-Sheng.
Li, Zhong-Sheng was already very active in participating in the new art movement
in China. W h e n he was in Shanghai between 1931 and 1932, he also joined the
first modern art club, Juei Lang Club (founded in 1931, Shanghai). H e went to
Tokyo in 1932, and entered the University of Japan to study western painting.67
In 1933, he concentrated his study at Tokyo Contemporary Art Institute and was
instructed by Foujita (1886-1968) w h o influenced and inspired him greatly.68
Although the development of modern art in Japan was not able to match Europe's,
many famous European artists' paintings were displayed in Tokyo due to the rapid
and vast transmission of information. The Paris-Tokyo N e w Art Association, for
instance, organised the Paris-Tokyo N e w Art Exhibition in Tokyo Art Museum.
The exhibition included Cubism, Dadaism, Metaphysicalism, Mechanism,
Surrealism and Abstraction, almost all the main streams of the twentieth century.
There were well k n o w n artists in the exhibition, such as Picasso, Mondrian,
Kandinsky and Picabia.69 Li, Zhong-Sheng was deeply influenced by those
European art trends during the five years he stayed in Japan [pi. 18].
Li, Zhong-Sheng started his own art studio and began to teach students, after he
came to Taipei, Taiwan in 1949. His teaching principles were, "to be aware of
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global art trends and changes, to study carefully all kinds of new styles, not to
merely copy from others, to be creative and individualistic and to possess
sketching skill."70 His eight students, Xiao, Qin[pl. 19], Xiao, Ming-Xian, W u ,
Hao [pi. 20], Li, Yuan-Ja, Xia, Yang, Chang, Ming-Dao, Oyang, Wung-Yuang
and H u o , Gang, from his early teaching period were influenced by him
profoundly, and later organised the East Painting Group in 1957.
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PI. 18 Lee, Zhong-Sheh^, c. 1934,
oil on canvas

PI. 20 W u , H^O , T w o people,
1955, oil on canvas, 73 x 92cm

PI. 19 Xiao, Gin , 1959,
oil on canvas, 50 x 60cm

PI. 21 Liu, Gwo-Song, Dancing,PI. 22 Liu, Gwo-Song,
1958, oil and sands on canvas,
I960, Chinese ink, oil
64.7 x 80cm
and plaster on canvas
79.5 x 81cm

(iii) T h e East Painting G r o u p
Around the middle of the 1950's, Taiwan's art was dominated by orthodox and
conservative ideas, as well as the habit of blindly following tradition, detaching it
from every day life and isolating people's thought. Such a condition had evoked
Li, Zhong-Sheng's students to initiate a revolutionary art creation, opposing
conventional art, by founding the East Painting Group. However, among the eight
m e m b e r s of the East Painting Group, none was trained academically in art.
Therefore, w h e n they held theirfirstexhibition in Taipei, 1957, they were teased
by the media as 'The Eight Art Robbers'.71
Why did the East Painting Group challenge traditional art by means of extreme
rebellious painting styles and ideas? In 1960, Yin, Hai-Guang, an art scholar, said:
In Taiwan, there were two phenomena of thoughts in the recent ten
years. O n e was regression, the other was stagnation. From the aspect
of regression, art has regressed more than fifty years, in terms of
ideology in Taiwan. B y observing the ideas and concepts of people,
their standard w a s unable to compare with the 'Movement of Five
Four' era's (around 1919), they were not even as good as the ending
period of the Qing Dynasty. Most people, especially the young
generation, do not want to join the regression with the older generation
... But, at the same time, they cannot easily find another ideology.
Therefore, they are trapped in the 'Void of thought'.72
From Yin's comment, we can understand why the East Painting Group appeared at
that time.
Xiao, Qin, one of Li, Zhong-Sheng's students of Ang Dong Street Studio,
received the Spanish Government's scholarship to study modern art in Spain, and
became thefirstartist w h o studied overseas since the movement of modernising art
was initiated in Taiwan after the war.73 In Spain, he was affected greatly by
European art concepts, and wrote m a n y articles about European art which he sent
back to Taiwan's media. H e also presented his Taiwanese artist friends' works
overseas. O n 9th November, 1957, Xiao, Qin and his friends finally organised
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thefirstEast Painting Exhibition in Taipei, after a long period of preparation. In
the exhibition, fourteen Spanish artists' paintings were presented, along with the
East Painting Group members' works. A m o n g them were Juan Jose Tharrats (b.
1918 ), Will Faber (b. 1901), and Bouardo Alcoy (b. 1930).
In that time, this painting group stressed four main viewpoints on art:
1. the importance of new creation.
2. that modern art is a cosmopolitan art evolved from individual racial culture.
3. the value of Chinese traditional art to modern art
4. the populace should be educated to be artistic, instead of turning art into popular
art.74
There were two common characteristics among the East Painting Group's
members; one was to abandon the conservative tradition and learn from the West,
the other one was to pursue the ideology of modern painting and to try to keep pace
with the world trend by standing on the traditional essence. They particularly
valued the following styles: Abstraction, N e w Objectivity, N e w Classicism,
Surrealism, Cubism, Expressionism, Constructivism, Fauvism, Symbolism,
which included almost all western new trends except Dadaism.75 However, if w e
examine h o w m u c h they had achieved of their beliefs, people m a y have some
doubts today. Zhang, Ji-Gao, a Taiwanese scholar, pointed out in his article,
Analysing the Social Changes and the Chinese Modern Art, that:
I think this group of people did not really absorb the essence of
Western modernisation. They merely picked up the superficial image.
W h a t they could express was just their painting technique. Therefore,
their art works either had a conservative core with a modern shell, or
presented nothing but something exotic and rebellious, and were unable
to convey any message. Modernisation can not be achieved only by
pen and paper, but most importantly, by modernising the thought.76
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From the courage and good will of the East Painting Group when it was formed, to
their actual art creation, Lin, Shing-Yuei, a Taiwanese painter and art critic,
criticised this group in his article History of Taiwan's Art Movement, published in
Artist magazine, N o . 163-176, Taiwan, 1984. H e admired their courage to rebel
against the traditional, but thought that the expression of art creativity did not just
depend on that courage but also required the wisdom of developing n e w art and a
constructive devotion. Unfortunately, the East Painting Group did not possess
such abilities.
There is a point that needs to be raised here, the purpose of inviting some Spanish
artists into thefirstEast Painting Group Exhibition was due to the political
situation, because most conservative Taiwanese at that time considered m o d e m art
as communist art.77 The Nationalist Government in Taiwan, having been defeated
by the Communists in 1949, was sensitive about everything that was suspected to
have a connection with communism. Therefore, the artists were not able to paint
freely. Finally the members of the East Painting Group urged Xiao, Qin to invite
Spanish artists to participate in the exhibition. The main purpose was to show the
Nationalist Government the modern art from Spain, an anti-communist country,
and to educate the government officers that modern art was not communist in any
way. It seems laughable w h e n w e look back to this history n o w but from such a
simple incident, it is not difficult to understand h o w seriously political issues have
affected art development in Taiwan.
Although there were many Spanish artists' paintings displayed in Taiwan in 1957,
their ideas and styles did not m a k e a strong impact on Taiwan's art, which was a
pity. The main reason, apart from the political factor explained previously, was the
existence of the two extreme groups in Taiwan—one was traditionally conservative
while the other was completely westernised. However, both of them neglected the
social and historical functions of modern art, and often forgot the necessity of
building the cultural identity of their native land into their art.
Generally speaking, the members of the East Painting Group started to build up
their o w n painting styles from 1961-1965 that showed their individuality after they
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had introduced western art concepts in 1957. The group's activities dwindled and
finally ceased from 1966 to 1971.78 Their original dream to bring Chinese
ideology to a m o d e m cosmopolitan painting concept hadfinallyturned out to be a
completely superficial western style of creating. Further, they had locked
Taiwan's modern art into the cage of abstract art. Such a historical result had
unconsciously strongly affected the creativity of the younger generation. It had
also misled the younger generation in their judgment of the value of modern art. It
is very disappointing. In fact, even today, there are still artists in Taiwan doing
their paintings under the shadows of the East Painting Group.
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(iv) T h e M a y Painting G r o u p
Basically, thefirstgroup of members of the M a y Painting Group, formed in M a y ,
1957, were all alumni of Taiwan Normal University (TNU). They were Guo, YuLuen (b. 1930), Li, Fang-Zhi (b. 1934) Liu, G w o - S o n g (b. 1932) and Jang,
Chong-Juan (b. 1933). T o support and encourage each other, they organised the
M a y Painting Group. 79 In theirfirstexhibition, they did not express what they
strongly advocated later on in modern painting or mixed painting of the East and
the West. A s one of the members, Liu, Gwo-Song, remembers. "The initial idea
of organising the group was for complete westernisation. Even the name of the
club was inspired by the French 'May Salon'."80
Another motivation for organising this group was "to prove to Taiwanese painters,
w h o thought the graduates of T N U were not able to put what they were taught into
practice, that learning to paint was not wasting their life."81 In fact, the group did
not have a clear or deep understanding of the thought behind western modern
painting. At the beginning, they tried to simulate the western modern painting
styles, in which they could prove their painting skill, and to protest over the
conservative education of the university.
In the second exhibition of the May Painting Group, Gu, Fu-Shen and Huang,
Shang-Hwei joined the group, and in the third exhibition, Zhuang, Ji and M a , H a o
were also accepted by the group. Since then, new members joined the group every
year. For instance, Han, Xiang-Lin, Peng, Wan-Chi, Chen, Ting-Shi and
Yang, Ying-Feng. Generally speaking, thefirstthree exhibitions of the M a y
Painting Group mainly contained paintings based on Fauvism and Surrealism.82
Although these styles could not match that of modern art which emphasised
personal ideology and creativity, they seemed to be n e w to most people in
comparison with the conservative traditional academic styles. Furthermore, they
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were all university graduates, almost everyone was capable of both painting and
writing. Liu, Gwo-Song and Zhuang, Ji especially, often publicised their opinions
of modern painting through the media, where they also debated with the
conservative groups about the modernisation of Chinese paintings and western
modern art.
In the 1960's, the May Painting Group was inspired by New York's Abstract
Expressionism, and Zhao, Wu-Ji's (a world famous contemporary Chinese artist
living in Paris) oriental abstract style. M a n y members of the group started to paint
in an abstract style, which they thought had some similarities with Chinese
painting's shapeless and elusive atmosphere. This painting style later affected the
development of Taiwan's 'New Chinese Ink Painting'.
In 1963, the May Painting Group had reached its peak. Many members
participated in international exhibitions such as the Bi-annual Exhibition of Sao
Paulo, Brazil, the International Youth Art Show, Paris, the H o n g K o n g
International Salon, in which m a n y of them gained awards. In the same year, this
group also participated in art exhibitions in Sydney, Australia and N e w York Long
Island Art M u s e u m , U.S.A.83
Like the East Painting Group, the May Painting Group attracted people's attention
when it wasfirstformed, mainly because it was rare to see an art group organised
by young people at that time and especially since they were students from the top
art institute. Actually, in a manifesto article with the title of "It Is Not Declaration",
Liu, Gwo-Song, a main m e m b e r of the M a y Painting Group, said in 1959, the
third year after its formation:
W e are a group of art enthusiasts w h o are facing the beginning of a
n e w art life after graduation. The worry of 'not getting anywhere if
you do not follow an old painter as a teacher' has struck us. Therefore,
w e decided to organise the M a y Painting Group.84
It can clearly be seen here, that their motivation for forming the group was to go
against the power of traditional art. They actually did not have a deep
understanding of modern art.
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Their group exhibitions almost ceased after 1964, and were replaced by the
individual shows, which expressed their personal ideas that were more mature. In
this respect, it w a s different from when some Taiwanese experts had originally
praised them as the 'modern vanguard' or 'avant-garde' when this group was just
formed. They did not produce any strong and solid theory on modern art even
after their third exhibition, nor did they deeply tackle the central issues of 'Chinese
and the West' or 'modern and the traditional' in the 'Movement of Modernising
Chinese Art'. Both the M a y Painting Group and the East Painting Group had a
strong self-expectation of giving the old Chinese ink painting a 'face lift' when
they werefirstestablished. Such self-assumed responsibility had driven them to
set their direction quickly, and also enabled them to clearly differentiate between
'abstraction' and 'objectivity'. For them, 'Chinese ink painting' was a means of
self-inspection and self-test. It also had provided them with a base to m o v e
forward. T o the M a y Painting Group, however, Chinese ink painting had a
different role. They wanted to lead Chinese ink painting into an area where it had
never been before. Subsequently, they were tempted to combine the centuries old
literati-painters' spirit with the modern western painting form. Such ambition was
admirable, but they ignored two main questions. The first one was 'Why do
Chinese not have modern painting?' The second one was ' H o w did western
modern painting appear?' These two questions, which were crucial to art creation,
were ignored and that was w h y most of the members of the M a y Painting Group
had lost their track again. During their early stage, Juang, Jei and Liu, Gwo-Song
[pi. 21-22] were the only two w h o had a deeper and correct concept of modern
Chinese painting. Juang, Jei stressed:
It is impossible for anyone engaging in the creation of modern art to
have an outstanding result, if one's thought is disassociated with the
modern world.
It is necessary to learn and to k n o w about the modern West, in order to
be involved in the work of modernising Chinese painting. O n the other
hand, without understanding the trend and direction of modern art, and
even misunderstanding it, one is not qualified to talk about modern
art.85
Liu, Gwo-Song also thought:
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T o discuss Chinese modern painting,firstlyw e have to k n o w the
philosophy that influenced Chinese literature and art in the past,
especially Lao-Tzu and Juang-Tzu's abstract thoughts which represent
the Chinese concept of the universe.86
Besides Juang, Jei and Liu, Gwo-Song, Wang, Wu-Xie, a Hong Kong artist,
w h o exchanged ideas on art with Taiwanese artists frequently, said in his letter to
Juang, Jei (August, 1961) "I a m trying to walk out of the Oriental tradition and
create a n e w eastern painting system that parallels the western, instead of following
them."87
Liu, Gwo-Song and Juang, Jei's concepts, however, were not able to affect
Taiwanese artists effectively in their creative attitude. W a n g , Wu-Xie's theory was
even more correct and open minded. It is sad that it was not able to inspire
Taiwan's modern art in the past decades. W h e n w e review his theory of
paralleling Taiwan's (Chinese) art with the West, I personally admire and fully
agree with him. Since Taiwan's (Chinese) society is different from the west
culturally, it is not really possible, nor is it desirable to develop exactly the same art
style. For the Taiwanese of Chinese origin, it seems impossible to totally dig up
their roots from their origin and to transplant and grow a n e w branch of
'Taiwanese (Chinese) Modern Art'.
In 1960, the May Painting Group started to formally promote 'abstract' and
'Chinese' art concepts after accepting some non-TNU painters through its original
members. They had built up a strong promotion verbally and a unique style for the
group. Such a style lasted till 1964, and from 1965, members of the group started
to look for their individual style. Therefore, their group strength became weaker,
because the group's membership was not stable. A s well as this the environment
for modern art was changing swiftly, for instance, with the rise of the awareness in
Taiwan of a provincial consciousness. Finally, the group's activity almost came to
an end by 1972. After the M a y Painting Group ceased their group activity, the
individual development of group members could be categorised into three styles:
one was Liu, Gwo-Song and Juangjei's Abstraction, another was Peng, Wan-Chi
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and Han, Xiang-Lin's Super Realism through which they express their conscience
to society, and the other was Chen, Ching-Jung, Li, Fang-Chih and Guo, DongJung's Objective Realism through which they stressed the overall structure, colour
and atmosphere of paintings.88 All of them in the third group were Taiwanese born
artists, and their work could be seen to be due to the provincial tradition of the
society.
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(v) T h e influence of the East Painting G r o u p and the M a y Painting
G r o u p on T a i w a n art development
Although, the East Painting Group and the May Painting Group initially introduced
modern American and European art to Taiwan, their comprehension was still fairly
inconsistent and subjective. However, they found the challenge alluring and were
encouraged to produce so-called 'Taiwan M o d e m Art'. Since they toppled the old
traditional styles based on aesthetic feeling , the concepts and styles of the abstract
art which were promoted by them, had opened a n e w arena for those dealing with
modern painting in Taiwan at that time. M a n y Taiwanesefineart scholars always
held a positive criticism of their point of view. Nevertheless, in m y personal
opinion, although the 'abstract art' stream, which was established under the
condition of 'overthrowing the traditional and copying the Western' had brought
about some reforms of painting style, the other side, 'art should reflect the society
during its era' was not strong enough. In fact, Juang, Jei, one of the M a y Painting
Group's main members, was also keenly aware of this problem at that time. H e
pointed it out in a letter to his artist friend, Chu, Ge, on 2nd April, 1964.:
Anyway, (painting) as a reflection of the era, can neither be divided
from the art base nor be broken away from living reality. I believe that
artists have to achieve both of these two conditions and then their art
works can have personal significance. All of these relationships cannot
be broken.89
The East Painting Group and the May Painting Group could be considered the two
main reforming powers in the development of Taiwan's art history after World
W a r II. Most of their members were young and from Mainland China after 1949.
All, not only held the thoughts of 'modern art concept' and 'opposing the
traditional style', but also worked almost in the same period of time. However, the
East Painting Group admired and re-researched traditional Chinese culture and
thought, while the M a y Painting Group did not. For the East Painting Group,
when they pursued 'modern art', they stood on the premise that they wanted to
promote the traditional Chinese spirit, and then try to discover the possibility of
'Modern Chinese Art', in order to catch up with the mainstream of international art.
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In contrast, after the M a y Painting Group jumped into 'Modern Chinese Art'
research, they immediately started from western Abstract Expressionism and tried
to combine it with traditional Chinese Taoist philosophy, in order to develop
'modern painting' which they considered as 'the modern style'. Moreover, they
desired to possess a high position in the international art world through this
' M o d e m Chinese Painting'.
To conclude, the May Painting Group's personality tended more to the traditional
literati spirit and was very different from the East Painting Group's provincial
spirit The M a y Painting Group's paintings more easily m a d e people feel the great
culture of 'old China'. Thus, they were more appreciated by both Taiwanese and
foreigner alike at that time. In addition, the w a y they did 'modern painting' by
transforming the traditional Chinese painting style from objectivity into abstract
even induced ' M o d e m Chinese Painting' to become popular since the 1970's. The
following will be a brief analysis of the main influences of these two art groups.
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The establishment of the modern art group
There were a great many art groups, which dealt with modern art research and
painting, established after the East Painting Group and the M a y Painting Group's
strong promotion of modern art in the 1950's. The main art groups, such as the
Today Art Group, the Wind Art Group and the Chinese Modern Painting Group,
formed in 1960, and the Century Art Association, formed in 1966. However,
these groups' activities were no longer as intense as were the East Painting
Group's or the M a y Painting Group's. It seems that the artists w h o were dealing
with modern paintings became more secure and were able to develop their art
forward after 1966.90 That period of tranquil years might have afforded the
modern artists a good opportunity for self-examination. In addition, it was also a
good chance to make the core of Taiwan art slowly shift from north to south.
In 1967, the South Modern Art Group was established in Tai-nan (the second
largest city in the south of Taiwan). Moreover, the Mind Image Art Group in
1975, the W o u - M a r Art Group in 1979, the Chii Art Union, the South Artist
Union in 1983 and the Rocking Art Group in 1985, were all established in the
middle and the south of Taiwan.91 The appearance of those modern art groups in
succession was mostly due to the influence of the East Painting Group and the M a y
Painting Group and their promotion of modern art in the 1960's. M a n y of them
already had even participated in modern art activities in the north of Taiwan in the
1960's.
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T h e appearance of installation art
A s well as the East Painting Group and the M a y Painting Group causing m a n y art
groups to gradually form, they also had another important influence on the
development of Taiwan art around 1965. They picked up international modernist
aesthetics to refute traditional Chinese painting theory in order to strongly promote
learning western modern art thought. Therefore, some other artists, w h o were the
classmates of and prompted by the M a y Painting Group in T N U , not only
continued the modern painting thought of the East Painting Group and the M a y
Painting Group but also further utilised the critical art style and concept of D A D A
to expound their requirements of and petitions for m o d e m art. In so doing, they
strongly criticised and corrected the claim of 'abstract-expressionism' which most
Taiwanese artists were craving for. They started trying to explain their ideas
through non-painting and experimental art works instead of the traditional painting
style of works. For instance, the Great Taipei Art Group Autumn Exhibition was
held in August, 1966 by the artists w h o utilised installation art to display their
strong spirit of criticising reality under the concept of vetoing art and cursing art.
Also in the same year, the Out of Painting Art Group was established.92 The
members all graduated from the Fine Art Department of T N U . They raised a
concept of 'counter-aesthetic feeling' and 'counter-form', to criticise other
societies. In 1967, another show called U P Exhibition was held by some other
artists w h o graduated from the National Art Institute. They utilised some
miscellaneous objects and un-used tools around them as the media to do critical art
works in order to criticise some social phenomena. Their concepts of 'countering
art' and 'criticising society' had beenfirstintroduced by the East Painting Group
and M a y Painting Group and then by D A D A and developed into the first
Taiwanese installation art. Such an 'installation art' style gradually became a
typical art style for some young Taiwanese artists to pursue around the 1970's.93
However, in the long run the artists w h o were interested in D A D A installation art
were only very small in number. Moreover, this kind of art was very strange for
the somewhat conservative Taiwanese during this period. That was the reason
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w h y only few artists dealt with installation art in the later half of the 1960's and it
w a s not until the 1980's and especially in the 1990's, that installation art became
one of the main art streams and is gaining strength today in Taiwan.
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T h e raising of a provincial consciousness
After the development of art in Taiwan was stimulated and influenced by the East
Painting Group and the M a y Painting Group, another group of artists appeared
after 1965 w h o led with a tendency to refute the 'modem art' which was promoted
by those two art groups. However, another tendency indirectly coming from the
East Painting group and M a y Painting Group's influence was even evident in
Taiwan art societies after 1970. This n e w tendency was that some artists started to
exhaustively criticise the other two trends.94 This was the so-called 'Movement of
Provincial Consciousness'. This movement opposed the phenomenon of 'blindly
copying Western art' and advocated a n e w concept which was pulling the standard
of artists' creation from the West back to the homeland - Taiwan. The appearance
of this kind of provincial consciousness seems the natural evolution of art itself,
and can be linked to the changing position of Taiwan in international society.
The Taiwan government (R.O.C.) had had a series of diplomatic failures after
1965 in the international scene. First of all, Japan and France recognised Mainland
China instead of Taiwan (R.O.C). This change forced the Taiwan Nationalist
Party Government to sever diplomatic relations with them. In 1971, Taiwan was
alerted to the selfishness of the American international policies together with the
weakness in self-defence of their o w n government. Therefore, some intense social
movements were caused. Moreover, in that same year, Taiwan was forced to
withdraw from the United Nations. Since then, Taiwan's art development no
longer positively pursued American or European art tendencies, as it used to, but
under this kind of national self-respect mentality they realised it was no longer
necessary to b o w to the pressure of international relations. B y adapting to this
change, a kind of 'Provincial Consciousness' emerged which concerned the
Taiwanese future. Its reality was raised and gaining strength causing Taiwan's art
and literature societies to review and criticise their o w n surroundings. In terms of
art development, "a kind of painting style, similar to Andrew Wyeth's, which
expressed the desolate landscape of the countryside, was becoming the mainstream
at the right m o m e n t in Taiwan art societies during that time."95
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T h e argument of 'legitimate Chinese painting'
The so-called 'Argument of Legitimate Chinese Painting' was another important
issue related to the so-called 'Modern Chinese Painting' issue . It was caused by
the East Painting Group and the M a y Painting Group in the 1960's in Taiwan and
its influences still exist and are felt throughout today's art society.
There was a difference in point of view between 'Traditional Chinese Painting' and
'Oriental Painting' (Japanese Painting) which had already appeared in 1947, when
the first Taiwan Province Art Exhibition was held. After 1957, (since the East
Painting Group and the M a y Painting Group were established), the argument of
'Legitimate Chinese Painting' was becoming the main issue in Taiwan art societies
at that time. However, during the whole process of the argument, if people
compared both art groups with each other in their early period, the East Painting
Group held a more open mind than the M a y Painting Group. They did not insist
that artists must use traditional art material and methods to do the so-called
'Modern Chinese Painting'. Therefore, they did not get involved in that issue as
positively as the M a y Painting Group did. Liu, Gwo-Song, one of the M a y
painting Group members, was the most positive after 1960, insisting on promoting
Chinese ink effects and the concept of the abstract landscape in Taiwan modern
Chinese ink painting.
However, in my personal opinion, the many years spent arguing the issue of
whether the Chinese ink paintings with the South China painting style or the
Japanese painting style (originally influenced by painting of northern China) are the
'legitimate Chinese painting' or not, did not deal with the main issue. It is very
hard to understand that artists only argued the issue of the 'style' of the work and
ignored the significance of whether the work had explained and reflected society.
Moreover, this kind of narrow concept, which is only concerned about painting
style and shape, has been maintained until the present, causing great
disappointment Perhaps the main reason for this phenomenon was that the artists
dealing with 'Oriental Painting' (Japanese painting) were all Taiwanese w h o were
influenced by Japanese art education and the other artists dealing with 'Chinese Ink
Painting' (Southern China style) were all from mainland China after 1949.
Therefore, they naturally could not recognise and accept each other due to the
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feeling of geographical seclusion and the national consciousness of bitterly hating
Japan.

(vi) A n overview of the 1960's and 1 9 7 0 ' s — M y early life and art
study experiences
Now that the development and influences of the East Painting Group and the May
Painting Group have been reviewed from the 1950's to the 1970's, it is necessary
to review the social background of the 1960's and the 1970's. Because I was born
in 1960 and the 1970's were the years I received a school education, m y adolescent
and early adult experiences were formed by the social background of the Taiwan of
the 1970's. It strongly influenced m y early concepts of art creation. In addition,
together with the changes to Taiwan's social and artistic tendencies, m y concepts
were reformed again and again, especially from the time I studied in the Fine Art
Department of the Chinese Culture University in the 1980's. So, it can be
emphasised that m y knowledge and concepts about art creation were strongly
taught and influenced by the art phenomena in the 1970's and into the 1980's in
Taiwan. O f course, m y art concepts have been changed and widened since I came
to Australia in 1990, so that today I feel I a m able to make more independent
judgments in dealing with art creation.
The following chapters will analyse the main relationship between my experiences
of growing up after 1960, and the changes in Taiwan society including the
phenomena of Taiwan art development before the middle of 1987 when the
Nationalist Party Government lifted martial law.
I was born in a small country town in I-Lan county, Taiwan in 1960 [pi. 23]. In
m y m e m o r y during that period, living conditions were very backward, especially
in relation to the structure of Taiwan society overall. O n e of the most serious and
direct problems was the un-equal distribution of social wealth and knowledge, so,
although I suffered from a difficult life in the 1960's, there were still quite a lot of
m y neighbours and classmates w h o enjoyed wealthy, happy lives. These great
differences in living conditions are very hard for people to understand and believe
today. In relation to this story, even m y friends w h o grew up in the same era with
m e , but in the city or in wealthy families,findit very hard to reconcile the big
differences between their childhood and mine.
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PI. 23 M y mother and I in 1961

M y mother was originally from a mid-wealthy family at thattime.Her grandfather
was a 'Scholar' in the Qing Dynasty. This kind of 'Scholar' family was one of the
typical illustrious ones during that era. During the era of the Japanese colonisation,
m y mother's family was still treated very well by the Japanese colonial government
due to the fact that they were the descendants of the nobility of the Qing Dynasty.
Recording from m y mother, she said:

At that time, m y father not only could speak Japanese fluently, and
widely read Chinese literature but also he owned one bakery in the local
town. Therefore, the Japanese respected us greatly. During the latter
half of the Japanese occupation, w e still could buy as much meat as w e
wanted without being limited by the dispensing policies, which were
made by the colonial government Even after the Japanese retreated to
Japan from Taiwan, w e still had a very good life. All of m y five
brothers received high level educations but m y sisters and I did not. It
was only because w e w o m e n did not have the same social position as
m e n did in that era. However, w e did have a comfortable life
compared to other people.
During that era, Taiwan society still belonged to the agricultural style. For thei
income, ordinary families all relied on the paddy field. Therefore, most of the
farming families had a great number of family members in order to deal with
farm work. Unfortunately, on m y father's side there were only a few family
members, and both m y father and grandfather only had one sister, but no brother.
It was very hard to survive during that period with such a small family [pi. 24].
Therefore, when I was around five years of age m y father decided to change his
main career from small farming into broad-brimmed rain-hat making [pi. 25]. H e
was only able to spend atittletimeto do some limited farmwork in order to support
the family's basic necessities. A s I still remember, I had to help m y father do a lot
of work every day before I studied in primary school. Also due to the very
difficult familyfinancialsituation then, I was not able to study in kindergarten,
when most of m y neighbour's children enjoyed themselves in thatfirstschool
education. During m y entire primary school period, m y two elder brothers and I
had to give m y father a hand every day when classes were over, producing broadbrimmed hats. W e also had to help him every weekend. I still remember very
clearly, while I was doing m y work I looked through the window at the children
w h o were enjoying their games outside. M y naive childish mind was envious of
them. Nevertheless, our poorfinancialcondition meant that m y father had no
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choice but to recruit us brothers to help in his seemingly never-ending work every
day.
My mother, not only had to help in my father's work, as we did, but also she had
to rear a lot of chickens, ducks and pigs in order to add to the whole family
income. There was no w a y to avoid it. Part of the rearing of these animals
included attending to things ranging from breeding to cleaning their stalls. These
were the necessary daily jobs which w e brothers had to do. I believed that innately
every child would m u c h prefer to be playing, however, w e had to undertake so
m u c h daily work that the only w a y I was able to relax myself was using school
time from Monday to Saturday to play quietly. This was the reason I rarely got
good marks during the period of primary school education.
In my studies, the only course I had most confidence in was drawing and I was
always the most outstanding student in the class. Often, I also quietly did some
drawings together with m y second elder brother. Sometimes even during classes,
w e had no interest in the teacher's teaching, but just concentrated on drawing some
figures of animals or traditional Chinesefictionsin the corner of text books. Of
course, whenever this kind of behaviour was discovered by m y mother, w e were
definitely punished by her. A s I still remember, within m y primary school period,
most of m y drawings [pi. 26] and m y brother's were burnt by m y mother as a kind
of punishment to us, as soon as w e hadfinishedthem.
In my childhood I hated the weekend very much, because there were many more
jobs to do then. So, the only 'game' which was able to make m e happy during m y
childhood was when I did m y o w n drawing quietly.
Besides drawing, I also liked to imagine some surreal things extending endlessly.
I used to always use m y father's tools and wood or metal material to make some
very strange toys and models without telling him. It was the only way of giving
m e an outlet to express myself through making these strange inventions to
compensate for m y suppressed fantasy and curiosity. O f course, I was always
punished by m y father because he never understood m y behaviour in wasting his
productive material. H e always accused m e by saying, "Whenever you want to do
your o w n stuff you only try to satisfy your o w n creative desires, despite the value
of the materials, which are a very limited resource to us." Perhaps, the reason I
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PI. 26 Chen, Yin-Wei, Landscape, 1972 (age 12 years), water colour on paper, 45 x 53cm

PI. 27 Chen, Yin-Wei, Boats at sea, 1975 (age 15 years), water colour on paper, 45 x 53cm

always tried to rebel and tended to create something to satisfy m y o w n fantasy and
creativity was that I was under these oppressed surroundings during m y early
period of childhood. I was always very rebellious and enjoyed making things
differently to others because of the motivating ability inside m y heart. However, I
w a s defeated during the learning procedure, because the more I was educated by
the strong traditional system m y motivation tofightwas getting weaker, especially
in m y art field. Since 1988, w h e n I became a professional artist, this kind of
motive was becoming stronger again,tittleby little, and then I started to question
and criticise some social issues through m y paintings. The strong sense of the
recognition and re-examination of the problems of art and culture in m y society has
become clearer since I started on m y Doctorate of Creative Arts study in Australia
in 1992. From this, I have developed m y ART One by One series of paintings to
interpret m y consciousness of m y o w n art society.
Looking back to that period of time, there were indeed many unbelievable things
that happened to m e . It is only twenty five years ago but w h y did so m a n y
differences exist between then and n o w ? M a y b e the main part of the reason was
expressed in the opinions of Leu, Yah-Lih, a contemporary Taiwanese politician.
H e said:
During the early period of time when the Nationalist Party Government
had just retreated to Taiwan, recovering mainland China, seemed the
top priority policy for the government ... Our government never
considered developing Taiwan as important a political target as
recovering mainland China until the end of the Korean War. 96
Therefore, I would believe the situation of my early childhood in the 1960's was
partly the result of attitudes held because of the government's above policy. If m y
hypothesis

is correct (in fact, there are m a n y scholars, w h o have already

supported this opinion for m a n y years), I w a s one of the sacrifices in that
unfortunate era. A s most Taiwanese k n o w during that period, the government
spent most of the national treasury budget in national defence. Moreover, most of
the social properties were divided and distributed and occupied by some families,
w h o had privileges and powerful relationships with the Nationalist Party
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government. People in poor rural areas suffered from a difficult life. Most of
them had to struggle every day in order just to survive and satisfy their hunger.
In the 1960's Taiwan still relied on the American seventh fleet for help in
defending the Taiwan Straits. Besides this,financewas also strongly supported
by America. One of m y deepest impressions was that of a great amount of out-ofdate milk powder supplied by America, which our government sold to farmers to
feed domestic animals. This milk powder very easily formed into blocks due to
moistness. While I was still a little child, I always picked up these milk-blocks
from the pigpen to eat in order to stop hunger, because I was undernourished and
was without any snacks. H o w was m y childhood so poor when m y family
worked m u c h harder than others? W h y did m y family and others w h o were in a
similar situation as ours, receive no help, forcing us to stand on our o w n feet and
live by our o w n exertion? The only reason was that the government lacked the
ability to take care of low-income families, and of restructuring a new society of
balanced wealth.
When I was about four years of age, (as I remember it) every noon my mother,
carrying m e on her back, walked to m y grandfather's work-place in order to take
his place on the job so that he could go home for lunch. M y mother often brought
just one bowl of rice and two dried plums to feed m e for m y lunch. Of course, her
lunch was no better than mine. During the early period, the traditional Taiwanese
farming family always kept the best food for the householder such as m y
grandfather. W h e n I was around six years of age I already knew h o w to pluck
wild vegetables in the evening to take back home for dinner. Sometimes when I
worked alone at h o m e and felt hungry I would often put flavoured powder and salt
in hot water as a soup and drink it to stop m y hunger.

Today, whenever I look back to this period of my life there are a hundred emotion
welling up in m y heart. M y parents always feel very sorry that poverty and
necessity caused our difficult childhood, however, w e never consider that that was
their fault. The real reason w h y our generation was unable to have normal growth
in education back then was the slow economic situation and the non-democratic
government of the whole country. This point was also the key reason w h y the
Nationalist Party government made a decision, which had grievous consequences
and did its utmost to develop Taiwan economics in the 1970's and 1980's and
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m a d e Taiwan become one of the Four Little Dragons of Asia in the 1990's.
Nevertheless, today while people in all the world consider the success of
Taiwanese economics to be a miracle, w e unfortunately have found a very serious
problem overlooked in it. While the government exhausted most of the social
resources and did everything they could to solve the economic problems, they at
the same time neglected the importance of developing public culture, including both
spiritual and moral education. The result of this is that people's cultural standing is
far behind their economic standing, which has made their social sense of security
m u c h worse. This phenomenon is very clear. Most of the Taiwanese intellectuals
realise this today and worry about it
Since the 1960's I have had to work and study hard every day, but drawing has
always been the happiest part of m y life. Therefore, every time m y exhausted
body lay on the bed, I looked at the stars in the sky through the crevice of the
bamboo wall and any oppressed thoughts in m y mind flew to somewhere else as I
visualised the next picture I was going to do tomorrow. This kind of natural
creative motivation was maintained during the entire period of m y junior middle
school.
During the three years of the junior middle school, I often represented the school
the county landscape competitions and got good results [pi. 27]. For this reason, I
spent m u c h more effort doing paintings and m y other courses were indirectly
getting worse little by little. A s a result, when I graduated from junior middle
school I did not pass the entry examination for high school. That was a huge blow
to m e . I was blamed by m y family. I hardly knew h o w to face m y failure and
survive. While I had to decided to give up school education and try tofinda job
outside, m y father encouraged m e instead to try again the following year. I tried
again and got into the top priority high school in the next year. Again I was failed
in three subjects in the second year of high school. I was not allowed to continue
to the third year. The only thing I could do was spend another year to re-take the
whole second year courses. This was another huge blow to me. I almost lost the
last vestige of any self-esteem. The reason I was failed again in m y school
studying was that I was trying to get into the most popular departments in the
University such as science and technology, because I believed the idea (as most
Taiwanese people did) that it would be easier tofinda good job after I graduated.
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However, I was not able to concentrate on the required courses such as
mathematics, physics and chemistry in the second year of High school because m y
talent and hobby was in thefinearts area.
I changed my major from science and technology to a literature major in order to
enter the Fine Arts Department in the University. It took a lot of courage to make
up m y mind to re-study the second year's course again. That decision was the
most crucial turning point in m y life. Suddenly, I realised that the most important
purpose for human beings is not to just pursue wealth because of social trends, but
to deal with the things which are more significant to us as individuals. In 1981,1
finally entered the Fine Arts Department in the Chinese Culture University and
started on m y w a y to m y professional career as an artist.
I must explain that fine arts courses in the middle junior high school and high
school were not well organised. There were only one or two hours fine arts
courses every week, and art teachers did not have an organised instruction system
to show students h o w to improve their paintings, but just let students make their
o w n works. Moreover, most fine arts courses were changed to the other
'important' courses such as English, Mathematics, Physics and Chemistry because
of the pressure from the entry examination of University. The so-called 'fine arts
courses' were not even listed at all. In m y third year of high school, there was
finally an art teacher w h o started teaching m e and other classmates the basic
techniques in drawing, water colour and Chinese paintings, which were the special
instruction for the entry examination to thefinearts major in University [pi. 28].
The fine arts education was so ignored, because the whole education system in
culture and fine arts was neglected by society as a whole and by the Taiwan
Government during the 1960's and the 1970's. Most people in Taiwan had a
general recognition that science, commerce and technology were the only
professions that could make our country rich. Fine arts was the least important
area in the whole education curriculum. That is w h y the government had never
paid attention to thefinearts and gave very little budget to things which related to
the culture and arts. This policy caused as a consequence the weakening and
deviation in culture and arts which strongly affected m e . Following is the situation
of cultural development during the 1970's which I would like to analyse from
several angles.
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(vii) T h e art situation in the 1970's
It w a s not until November of 1967, The Chinese Culture Revival M o v e m e n t
Council was established after a long term process. "The establishment of this
council, the first government organisation dealing with culture or arts, was the
result of the Nationalist Government just starting to do so-called 'organised' and
'conscious' culture works for Taiwan cultural and art development."97 O f course,
the achievement of that council was very limited. It had been mentioned in the
above chapter that the Taiwan economic situation had been ameliorated a little
during the last phase of the 1960's. The results of industrialisation and economic
development became the main elements to affect m a n y social phenomena. The
most serious things were that society was getting wasteful and lavish due to people
pursuing material enjoyment. A kind of 'an upstart' image, without cultural
consciousness, became attached to 'Taiwan'. O n the other hand, the social sense
of security was getting worse and worse, and the incidence of crime was growing.
It was because the social change was too fast and the traditional social norms could
not catch up with andfitthe proper requirements of the n e w style of society any
more. Under these circumstances, the government was forced to consider the
spiritual values of the non-materialistic establishments as well as the major
economic developmental projects. Therefore, in September of 1977, w h e n the
Executive Y u a n proclaimed The Twelve Reconstruction Projects, they added
'cultural reconstruction', right after the completion of The Ten Reconstruction
Projects. The Chinese Culture Revival M o v e m e n t Council was set up ten years
later. The main aim of the cultural reconstruction project was to establish one
cultural centre in every county within five years in order to enhance cultural
development 98 so The Culture Reconstruction Council was set up in November of
1981 under those conditions.
As mentioned above, the Government had paid little attention and effort to the
establishment of culture and arts during the 1960's and the 1970's, so people in
unofficial organisations could only obtain study material from America, Europe or
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Japan but in a very limited and superficial way. For those reasons, Taiwan art was
developing under a situation of incomplete comprehension, and because of this,
schools could only give m y generation some very superficial and sometimes even
erroneous art education. W e were only trained in h o w to copy the traditional
Chinese masters' paintings, or famous Western painters, instead of using the
original creative ability which artists need most Regarding this point, Qin, Song,
an important Taiwanese artist, had already published an article in 1963,
Recognising The Tradition of Chinese Painting. However, his point of view could
not be widely accepted by the art society at that time and more could not be done to
stimulate the government education organisations to effect some reforms. H e said:
The key point is that today the contemporary artists themselves not only
lack the recognition of the traditional creative spirit of Chinese painting
but also cannot develop their o w n creation. Today's artists do not
investigate the intrinsic nature of art. The artists do not like to discover
tradition, the artists themselves and the relationships between tradition
and the artists themselves, and then to receive that tradition and to recreate it. T h e tradition existing today was created by the people of
former times. The contemporary people should create a n e w tradition
for tomorrow. N o discovery, no n e w ideas; no n e w ideas, no ability to
create. N o w what? Without creation of course, no improvements.99
The 1960s and the 1970s were my growing eras. The fashionable 'modernism' in
that period was a kind of modernisation m o v e m e n t which seemed clear and correct
looking on the surface but in fact wasfilledwith m u c h ignorance and uncertainty.
" M a n y artists created a lot of 'non self-conscious' art works which were kinds of
'art for art's sake' under a mentality of escaping from warfare and eluding political
persecution."100 This kind of creative concept and behaviour, disjointed by Taiwan
social development, was passed through m y mind constantly through the mass
media and school art education. However, what w a s the true situation of the
artists' mentality of 'art for art's sake' in Taiwan art society in that period? Chen,
Ying-Jen, one of the most famous Taiwanese literary m e n , analysed the
phenomenon which happened in that era in his article The Re-Development

of

Modernism. H e said:
There are at least two things which have to be criticised about 'Taiwan
Modernism'. Thefirstone is that the intrinsic character of Taiwan
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Modernism is reproduction. The 'reproduction modernism' is formed
due to the lack of an objectivity basis.
The disjunction between real and unreal images of Taiwanese
modernisation, is the problem of this modernisation, and can explain
w h y our Modernism lacks something real in it... People live in the
poor and barren land but insist on growing something unsuitable to the
land. O f course, growth fails and as a result there is desolation
everywhere. Moreover, Modernism in Taiwan is not only a
reproduction one but also second class 'reproduction modernism'.
From the intrinsic nature angle so to speak, it lacks not only the natural
basis but also any communication relationship with its mother b o d y —
the real western Modernism which reflects the Western people's
spiritual mentality of arts.
The other one is the weakness of the people's consideration and
consciousness. For this reason, the people in Taiwan w h o embrace
'Modernism' are only playing with an inferior taste of language, colour
or note.
In conclusion, our 'modernism' in the arts realm becomes a kind of
juggling act which totally severs itself from our real life issues.
Objectively speaking, Modernism in Taiwan, is inherently the heritage
of the final phase of second-class consumer civilisation. Our
Modernism lacks a kind of inside-vitality and the ability of selfexamination, self-criticism and receiving any new information.101
Speaking in plain terms, it is true that contemporary Taiwanese art still does not
appear to have strong images of self-attributes and self-colour due to our art
society's lack of its o w n inside-vitality, because most artists have been accustomed
to copying art formalism from America or Europe for such a long time. T o be
honest, my own art concepts and works have been indeed captivated and limited
unfortunately in the circle formed by American and European art concepts and art
styles for the past thirty years.
Briefly outlining again the developmental situation of the so-called 'Modernism' in
vogue in the 1950's and the 1960's in Taiwan, the article criticised the art
phenomena during that period. Wei, Tian-Cong, a famous art and literature critic
of that era, in one of the best interpretations, said:
In order to adapt and match with the mentality of looking for temporary
peace, artists developed a slogan of 'Art is supreme'. But in fact, it is a
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kind of art and literature theory of dissembling the artists' evading
mentality.
They (the contemporary artists) not only sever themselves from
Chinese (including mainland China and Taiwan) but even world
histories. They also wander away from reality. Although they asserted
that they 'do not want to promote the concept of art for art's sake', they
became addicted to the kingdom built by themselves day by day and
actually became the people w h o implemented 'art for art's sake'.102
In fact, the degree of the deep influencing of Taiwan art development by factors
from outside surroundings in the 1970's were not less than in the 1950's and the
1960's. The main factors were, for example, Taiwan society had been seriously
shaken by the changing of American foreign affairs policies and the daily
international situation. Moreover, most of the intelligentsia generally realised the
importance of self-supporting and self-strengthening and people in the literary and
art circles became aware of re-evaluating the gains and losses of previously blindly
following international art developments. This consciousness of self-examination
has made people in intellectual circles much more critical of 'Taiwan Modernism'.
O n the other hand, after Chinese (including Mainland China and Taiwan) antique
shops were established through Taiwan from North to South in the 1970's, the
general middle-class became more likely to collect and enjoy antiques and
Taiwanese folk arts. This situation could explain one phenomenon that m a n y
people in Taiwan society were advocating a return to the traditional. Regarding
this phenomenon, G u o , Ji-Sheng explained it from the angle of cultural
vicissitudes. H e states, "It is that people think highly of the origin of Taiwan's
o w n history, and form a kind of 'Taiwan consciousness' and selfconsciousness."103
To conclude, as a result of Taiwan's own social vicissitudes affected by the
objective and subjective factors from the situation of international relationships,
Taiwanese art and literature circles came to gradually realise h o w to handle the
challenges of issues coming from the n e w era. M a n y artists were aware of the fact
that the real significance of 'modernisation' was that they must form the basis of
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their ideas in their o w n territory to relate to the society on which they depend and
the environment in which they live. Accordingly, the general intellectuals were
becoming more concerned for and loving of their homeland. This kind of new
strong consciousness had never existed around them before. Gradually, the
people's mentality of admiring everything of foreign origin began to diminish.
M a n y artists started to look back to their o w n life and represent social
realities in their art works. This tendency continually forced some
'avant-garde' artists w h o held international modernist doctrines or
schools back in order to identify their o w n positions and re-consider
the relationship between their personal art creations and the whole
society.104
However, viewed from my standpoint, the consciousness of identifying and
expressing Taiwan's o w n cultures and identities were still not clear and strong
enough in the 1970's. During thattime,Taiwan art society introduced the art style
of Realism, a main trend in the American art world at thattime,which matched the
Taiwanese traditional landscape painting style, to capture the Taiwan countryside.
Unfortunately, this kind of change was only on the surface or technical devices of
the painting. Inside the painting there were still underneath some American cultural
shadows. The Taiwanese 'avant-garde' artists still struggled to climb out from
under the shadows of others and look for their o w n ways to represent the real
Taiwanese spirit and soul.
Besides the above phenomena which happened in the 1970's, there was another
important thing which must be mentioned. It is that:
A large group of intelligentsia, w h o had gone to America for advanced
studies in the 1950's and the 1960's, came back to Taiwan. Most of
them had s o m e experiences of touching issues or movements
concerning democracy, human-rights and freedom, which happened in
America after World W a r II. Therefore, w h e n they came back to their
h o m e land, they immediately found and criticised m a n y phenomena or
structures of culture, arts, politics and economics and m a n y other social
problems, which had gradually broken away from the society."105
They strongly expounded their points of view in many powerful mass-media, such
as Free China, Literature Star, University Magazine, Summer
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Politics Forum and China Tribune. In this kind of atmosphere, a great m a n y
artists, w h o were called the 'provincial artists', represented their concerns to
Taiwan society through their varied art works. Nevertheless, this kind of concern
for Taiwan societies' art works m a d e the Nationalist Party Government feel
uncomfortable and nervous. It was because they were not established and
developed in Taiwan with a strong basis of popular sentiment since they had
retreated from mainland China to Taiwan in 1949. Thus so m a n y factors caused
'the fighting of provincial literature' during that era. M a n y artists and writers
expounded and published their points of view about 'national doctrines' (which
belonged to the Nationalist Party) and 'Taiwan provincial doctrines' (which did not
belong to the Nationalist Party) in the mass-media and they fought each other.106
The problems of a semi-democratic and open-policy in Taiwan arts and culture
societies was just like that in politics. It wasfinallynot until 1987, while under a
lot of pressure from m a n y quarters, that the Nationalist Party lifted martial law and
the situation in art societies showed genuine open development.
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(viii) T h e influences of the private commercial art galleries
Besides the main influences which have been mentioned above, Taiwan art
development in the 1970's was also strongly influenced by the rise of the private
commercial art galleries. Since more and more commercial art galleries were
established in the later part of the 1970's, a great m a n y traditional schools and
academic artists became active again. This was so because those artists' paintings
were very colourful, beatitiful and had clear images. They were also more easily
accepted by the general consumer in commercial galleries. Therefore, m a n y old
and middle-aged artists were re-invited by the commercial art galleries to hold
exhibitions. Conversely, the young contemporary artists, w h o created paintings
without clear and beautiful images and colours were rarely invited by galleries.
Under this kind of commercial temptation, there was a large group of
contemporary artists, w h o changed their original art concepts and styles to create
special art works in vogue in order tofitthe commercial galleries' tastes. Since:
So m a n y Taiwanese artists threw away their serious attitudes to
creating art works, and m a d e works just for selling, Taiwan art
development in the latter part of the 1970's became a vacuum. Neither
m a n y old, middle-aged, nor even younger generation artists would
argue these art issues any more.107
Nevertheless, the commercial art galleries brought about such an effect on Taiwan
art society, that this one thing made people feel comfortable and complacent Since
the 1980's, the younger generation artists have gradually become more aware of
this. First of the all, the Tao-Tieh Art Group was established in August of 1981 by
Sheu, Yeu-Ren, G u o , Shao-Zong, W u , Mei-Song, Yao, Keh-Hung and Shie,
Ji-Shang. These artists all belonged to the new generation. Xiao, Qin, one of the
important members of the East Painting Group, even wrote an article introducing
the Tao-Tieh Art Group. H e described them thus:
They are more honest, frank, keen even rude enough to criticise and
reflect on the surroundings in which they exist. They shoulder the
responsibility of upholding the mission that real artists should stand out
at the head of our era.108
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Following the Tao-Tieh Art Group, in the year 1982, when I studied in the second
year of the Fine Art Department in the Chinese Culture University, the Taipei N e w
Art Group was established by W a n g , Wen-Pyng, W u , Gang -Lu, Liao, Mu-Zeng
and Zheng, Zhan-Chan. At thattime,they were still thefinalyear students in the
same department with me. M a n y loosely organised contemporary art groups have
been established since 1981. The Taipei Fine Art Museum, thefirstpublic modern
art m u s e u m in Taiwan, was established and opened in December, 1983. In
addition, w h e n the 'Culture Centre' in each county opened one after another,
contemporary art development pressed forward. This situation encouraged many
young artists to rekindle the strong confidence they once had for creating art. Most
of the artists, including myself, seemed to have clearer and brighter futures in their
mind. Thefirstexciting experience which happened to m e was when I gained the
fourth place award in the National Abstract Painting Competition held by the Taipei
Fine Art M u s e u m in 1984, the year I was still a student in the Fine Art Department
Accompanying the establishment of the first public fine art museum, many
Taiwanese artists, w h o had stayed overseas, started to introduce even more
American and European art (more art style and form but less relevant art concept)
into Taiwan. Also Artist and Xiong-Shi, the two main influential art magazines,
published many articles and news items about American or European contemporary
art concepts at that same time. Taiwan contemporary art development was lead into
a vigorous situation again. Nevertheless, this phenomenon was similar to the
experiences of the era of The East Painting Group and the M a y Painting Group.
Those two art groups caught the old art concepts and ideas from the west as the
'newest' art theories which they believed and promoted in Taiwan. Moreover, "art
development in the 1980's was almost simultaneously influenced by American and
European main art concepts."109 Such an influence made the face of Taiwan
contemporary art become only a copy or a re-display of the contemporary
American and European art forms, styles or concepts. Again, artists lost much of
the real art concepts in which they could express their o w n Taiwanese culture and
spirit. Indeed, this is the reason w h y so m a n y Taiwanese art scholars called the
period of Taiwan art development after 1983 'the era of museums'. There are three
main significant parts to this n e w phrase. First, the younger generation artists
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were encouraged by the museums, which afforded them new spaces for exhibiting
and became more eager in their devotion towards contemporary art. Secondly,
since the museums introduced many examples of American and European modern
and contemporary art into Taiwan, the art works from the contemporary artists
were strongly influenced by American or European concepts and forms and lost
much of their o w n cultural and social identities. Thirdly, artists competed to create
art works on a large scale, ignoring the real issues of content in order tofitthe
spaces or the criteria of competitions held by the museums.
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(ix) T h e art situation in the 1980's
Having very generally analysed the developing situation of Taiwan society in the
1970's above, I would like to use that as a background to review the cultural and
fine arts developments in the 1980's and m y experiences in the university during
that time.
I began studies in the Fine Art Department of the Chinese Culture University in
1981. From the second year on, the courses were divided into three divisions
which were; Western Painting, Traditional Chinese Painting and Graphic Design.
I chose the Western Painting Division as m y Major but also selected some other
courses from the Traditional Chinese Painting Division. In the Chinese Painting
courses, students were taught h o w to copy the teacher's paintings for about one
year and then they were allowed to copy some other artists' styles of paintings.
Students were almost never able to have any course, which taught us h o w to create
our o w n Chinese paintings. However, it was no better in the Western Painting
Division. In this division, besides Colour Theory, Perspective Theory, Chinese
and Western Art History and Anatomy, students also had to take compulsory
practice courses such as Sketching, Water Colour [pi. 29-32], Oil painting and
Sculpture. The main contents the teachers taught us were only certain American or
European art schools or styles, which they themselves agreed with and believed.
This kind of art education model eventually led students to only copy the teachers'
or some other American or European famous artists' art styles unconsciously. The
students, most of w h o m were going to become professional contemporary
Taiwanese artists, lost their precious abilities of prompting their o w n mental
development and expounding their o w n ideologies as well as understanding and
identifying their o w n cultures and societies. It was almost impossible for them to
create art works full of their o w n personal thoughts and colours. This kind of art
education was not only formatted by art school teachers to discourage this but also
art society generally lost their o w n concepts of art value and identities due to the
whole of Taiwan art groups blindly pursuing and worshipping international, and
particularly American, culture.
This, to a large degree, is probably part of students' development in art schools
around the world, where trying to develop skills and ideas is often based on
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following the latest perceived art trends. In most democratic societies, however,
the course demands are not likely to be so completely prescriptive and are more
likely to encourage students towards an idea of the importance of developing
personal concepts together with the learning of technical skills.
The general mentality in Taiwan society in the 1980's was just as the famous
Taiwanese sociology scholar Dr. W e n , Chong-Yi described, "From the angle of
consciousness to speak, w e do not resign ourselves to destiny and absolutely
uphold its power and prestige any more. T o the Confucianists' traditional
thoughts, w e already possess some kind of critical spirit"110
However, the general life of Taiwan was still far away from culture and the arts.
In Taiwanese Industrialisation and Societies Changes Dr. W e n even provided a
report from a survey of Taiwanese leisure activities. The first five higher
percentage items of people's leisure activities in that report were as follows: 1st.
watching T V , 2nd. reading, 3rd. seeing a movie, 4th. listening to music, 5th.
travelling, with no mention at all of any visual arts activities in them.111 Regarding
the Taiwanese social phenomena in the 1980's, perhaps the article, Three Cheers
for Today's Great Society by Roan, Wen-Sau, a Taiwanese sociology scholar,
and published 6th March, 1983 in 'The United Daily News' in Taiwan, more
clearly and honestly describes and reviews the faces of thefirsthalf of the 1980's.
H e said:
Fifty years ago, Dr. Lin, Yuh-Tarng wrote The Song For Shanghai', he
said: 'Shanghai is narrow and dirty. The reasons w h y Shanghai is
narrow and dirty are because she is a coarse and vulgar combination of
Eastern and Western. It is because she has a beautiful pure appearance,
an outspoken m a m m o n i s m and an empty vulgarity as well.' If w e use
this quotation from Dr. Lin to describe today's Taiwanese cities, it does
not seem an improper point112
Since Taiwan history slid into the 1980's, many big events happened in the art
world besides the Taipei Fine Art M u s e u m being established and opened in 1982;
the Taiwan M u s e u m of Art was also established and opened in Taichung City (the
main city in the centre of Taiwan) in 1988. From then on, the Taiwan art world
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developed into the 'era of the museum'. The behaviour of art development had
slowly changed from personal 'point' to the 'plane' of participation by all citizens.
This kind offineart modernisation learned or copied from America and Europe,
pushed the rhythm of Taiwan art development at a greater speed.

This

phenomenon led artists to create and exhibit a great m a n y n e w experimental works.
The materials and methods, even the topics they chose to use, were unlimited,
expanded, with the stimulation from overseas.

Nevertheless, Taiwanese

contemporary artists stepped eagerly into this variety of creative art realm. O n the
other hand, they c a m e to rely more and more on the stimulation of overseas art
information to do their o w n works. So, Taiwan art development nearly always
blindly stumbled along the road which follows American and European fashion.
In fact, the factors which induced today's situation were already formed from the
1950's and the 1960's. A s every Taiwanese knows, Taiwan has always relied on
American support in international relationships since 1949. Therefore, almost all
of the people in regard to art, just like science and economics in Taiwan, always
regarded American art as the typical model to copy or learn from. Especially in the
art world,
M a n y people neither realised 'modem art' and 'contemporary art' very
clearly nor well understood the concepts of the modernisation of
Chinese culture. Thus, they thought they were able to transplant
American or European art forms and concepts into Taiwan to m a k e
Taiwanese modern art' successful.113
Personally, I only learned how to 'create' paintings, which looked like American
or European styles during the period from 1981 to 1985, w h e n I studied in
university, due to that strong influence existing in Taiwan art society at that time.
In Taiwan, the direction of art education in school is very close to the
developments in the art world. It is because most of the art school teachers are also
important leaders in art society. O f course, before the Government lifted martial
law in 1987, most of the teachers (important and influential artists) in art schools
did not dare do any art works or teaching, which might have very individual art
concepts but be against the Government's cultural or political policies, in order to
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protect their o w n personal career and future. Chen, Lai-Xing, a contemporary art
critic, in an article, A Letter to Taiwan Art Society of 1984, said:
Regarding today's art situation, we would rather believe that it is
because of the closed political policies rather than the closed policies of
art. People do not dare to do their art works bravely and honestly as
they want to protect themselves. Increasingly under this kind of
situation, people become less sincere.114
The above paragraph is a very clear and honest description.
This situation where artists' creative directions were influenced and limited by
political issues will be analysed in the following chapter. Here, however, I would
like to further discuss the reasons why my own art life had lost its way before
1990 in this Taiwan Modem Art torrent, resulting in my not being able to discover
m y o w n artistic identity and direction.
Another contemporary Taiwanese art critic, Guo, Shao-TSong, pointed out:
From 1984 to 1987, a great number of artists had come back to
Taiwan, having finished their advanced studies overseas. It did not
matter whether they became professional artists, or kept doing art
theory research, or taught in art school; the culture and art background
of the country in which they studied during that period all strongly
influenced their art concepts or works in Taiwan. For example,
American - N e w Expressionism and Conceptual Art, Japan Installation Art, France - N e w Fauvism, Belgium - the Cobra
Expressionism, Germany - Social Ideology Performance Art and Spain
- the explosion of material and texture, and so on.115
Therefore, all the different art styles and works from the above art concepts and
schools had become the leading ties in Taiwan modem art development during that

time. It is fair to say that the experiences of the art theories, concepts and trend
development in other countries are quite worthwhile for Taiwan art societies to

esteem and learn, but after all, Taiwanese artists are living in their own land; the
should also be more concerned about and highly regard the things which are
happening in their own homeland. The most important point for Taiwanese artists
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to learn from American and European artists is the real original spirit, which they
can apply to their Art rather than just learning to superficially copy the surface art
forms or concepts without understanding or possessing the original art soul. In the
same article as above, Chen, Lai-Xing also sadly pointed out:
W e still cannot see any modern paintings which really belong to and
concern this land. The mass communication societies still announce
much news which is nonsense. Artists are still trying very hard to hold
exhibitions and go abroad, but there is so m u c h hypocrisy and
nonsense about art works existing today. Not one piece of work
carries a real human honesty.116
Thus, it is very obvious that in the 1980's contemporary Taiwanese artists were
becoming aware and full of passion and vitality. They kept debating about the
traditional or commercial styles of art. Nevertheless, still accompanied with their
efforts was the mentality of excess worship of international contemporary art.
Moreover, most of the younger generation artists came to like pursuing and
following the American or European concepts of art value and so they gradually
lost their o w n national art roots again. This was the main reason w h y Taiwan art
groups tried so hard and made every effort to overcome this, but because they were
in a state of confusion they could not find the way to go. S o m e Taiwanese
scholars believe this phenomenon will keep existing in the future. I myself a m also
not optimistic about these concerns.
In conclusion, people often say, 'History always repeats itself,' and it seems to
the truth. First of all, The East Painting Group and the M a y Painting Group started
to promote and introduce American and European art into Taiwan. They
endeavoured to reform new Taiwan Modern Art. U p until the end of the 1970's,
accompanied by the Taiwan Government's series of failures in foreign relations,
the so-called 'provincial movement' flourished. It developed because it was
stimulated by a national sense of self-respect and protested against so-called
'Modernism', or learning everything from the West. Since the middle of the
1980's, contemporary American and European art theories were embraced by
Taiwanese art societies and looked upon as the highest criterion to learn and copy.
W h e n this tide flowed into the later half of the 1980's, people were gradually
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stimulated by a new nationalism. The people of Taiwan looked for self-identity
and self-rights in Taiwanese political issues, and artists once again became aware
of h o w to try to develop a real Taiwan art model in order to represent their o w n
societies and cultures. This n e w c o m m o n consciousness became more prevalent
and led the main Taiwan contemporary art trend after 1987 when the Government
lifted martial law. However, a great m a n y artists still had no way of totally
discarding the shadows of the strong influence of American and European masters
and their art doctrines. They have found it very hard to find what their o w n
position was in their o w n cultures. Therefore, h o w can they explain themselves?
In truth, that is the question which has always concerned m e and which I have
asked myself constantly, but for which I have received no answer.
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S E C T I O N IV
Art Development after 1987
Generally speaking, the situation of art movements in Taiwan in the 1980's was
one where the n e w generation played the leading role in it. A n d obviously, "these
artists began to be more concerned and do m u c h research on the issues of people
and the environment"117 This kind of phenomenon became widespread particularly
from 1987.
After 1987 there were fewer taboos existing in Taiwan society than before. The
political power of the old generation belonging to the traditional and conservative
group was getting weaker and was taken over gradually by another group which
were the native Taiwanese. M r Li Deng-Hui, took office as the president in 1988.
H e is thefirstnative Taiwanese to hold this highest political position and strongest
power. Since that time people in Taiwan art society have become braver in
reviewing and criticising some sensitive current political and social issues through
their various art presentations. The artists' attitudes to creating also became more
heated and adventurous in ways which they never had before.
Although the third and fourth generation artists (including myself) who have
grown up in Taiwan after the Second World War, have never suffered from the
war, they nevertheless were affected in their creative attitude by evading reality.
They were deeply under repression from two eras of powerful, dominating
politicians—Chiang, Kai-Shek and his son, Chiang, Jing-Gwo. Therefore, when
they grew up in this kind of special historical and cultural background in Taiwan,
they constantly wondered h o w to shake off the historical burdens, which were
wrong and also found it hard to face the social and political realities of their
society. People expected and hoped so very m u c h that they could quickly
restructure a n e w cultural system, which really reflected Taiwanese thought. These
attitudes were disseminated throughout various mass media by m a n y scholars after
1987, such as Lin, Xing-Yue, a contemporary Taiwanese artist and art critic. H e
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published an article, Taiwanese Art under the Tillage of Colourful Brushes in Art
magazine, Beijing in February, 1989. H e said:
Thoughts from outside are still the positive and necessary factors to
inspire the potential of Taiwanese Art But the overflow negative effect
will be alleviated gradually because of the restriction of afterthought
Accompanied with the increase of self-confidence and creativity day by
day, the Taiwanese artists do not need the power from outside to point
out their goal and direction. Their urgent wish is that they can totally
possess and enjoy their o w n creative environment in which they can
control their o w n future fate.118
Actually, it is very hard to analyse and make a conclusion about the effects of the
situation, which has existed in Taiwan art society since the lifting of martial law in
1987, because that period of history is still too close to us today. Nevertheless,
there are a few main events which can be used as a key for opening the door to
viewing and assessing the phenomenon of art development during that time.

First of the all, the year before the lifting of martial law, 28th February, 1986, Li
Ming-Sheng, a Taiwanese artist, prepared to present one of his performance art
works called Not-Line,

but w a s forbidden by the government security

organisation.119 T h e reason given by the government w a s that the content of the
work w a s related to sensitive political issues at that time. In fact M r . Li, asked m e
to join him in 1985 to present another performance art work, in which w e tried to
paint s o m e colour on one section of the n o w disused Taipei city railroad. O f
course, that work, reviewing a government's policy at that time, w a s too
dangerous for us to do, so, w efinallygave it up.
In July, 1987, when the government had just lifted martial law, there were still
m a n y people in the Taiwanese cultural world, w h o doubted the government's
determination to establish an open-minded policy, with the result that in the last
half of 1987 and thefirsthalf of 1988, only a very few artists dared to present their
strong critical art works that pointed out political problems and reacted to reality.
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O n 20th M a y , 1989, a group of young artists held a special exhibition at the unused Pei-Tro train station, Taipei. That exhibition was called 20th May Exhibition,
which is related to a political persecution incident120 They aimed m a n y severe
criticisms at this incident. In the same year, W o u , Tan-Chun, a famous young
contemporary artist in Taiwan w h o graduated from the Chinese Culture University
in 1982 (three years before myself) also showed an exhibition called The Five Eras
of Chiang, Jing-Gwo. In his series of paintings, he described the life of people in
Taiwan under the National Party's government Another artist Chen, Lia-Xing,
also presented m a n y paintings dealing with the incident of 20th M a y . 1 2 1
Therefore, it was not a matter of whether Taiwanese artists were concerned with
political issues originally or not, or whether they were just trying to highlight
political issues intentionally in the first few years after 1987, because it was known
to everyone with open eyes that creating work related to political research was
becoming the fashion at that time. Certainly, as most of the art critics knew, there
were numbers of artists w h o pursued the main stream only. I published an essay
called Say Something about Taiwan's Contemporary Art Phenomenon

in Xiong-

Shi art magazine in Taiwan, 1992, in which I analysed some problems of this
phenomenon. 122
Regarding the phenomenon of Taiwan's art development in the period before I left
Taiwan to c o m e to Australia in 1990,1 will utilise the following two events to
outline it The reason I have selected these two cases to explain it is because they
are representative and influential and they are also related to m y o w n situation.
Other events related to art development are very difficult for m e to analyse and
draw
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Case 1. T h e establishment of Dimension Art Center and Dimension
E n d o w m e n t of Art
As I mentioned in the above chapter, when the economics of Taiwan scrambled to
the highest prosperity point around 1989, some entrepreneurs strode over into the
art investment business. Mr. Hwang, Director of the Taiwan Pineapple Company,
invested a great amount of money to establish the Dimension Art Center in Taipei.
In that gallery he focusses a great deal on European, and particularly French
modernist artists which include Renoir, Piccasso, Chagall, Dufy, Laurencin,
Rouault, Vlaminck, Utrillo and Dali. At that time, the Dimension Art Center
became the largest gallery in Taiwan, having more than thirty staff and a display
space as wide as four tennis courts. The policies and administrative methods of
Dimension Art Center became the reference point for other galleries. In less than
one year, Dimension Art Center led Taiwan's art development into a commercial
atmosphere. A lot of artists gave up their original art aspirations and regressed into
a kind of Impressionism.
During the time around the end of the 1980's and the beginning of the 1990's,
there were only a very few private gallery directors and curators w h o had afineart
knowledge background. In 1989 when Ifinishedm yfirstsolo exhibition at the
American Culture Center in Taipei, the director of Dimension Art Center discussed
with m e for some time his plans for the gallery in the future. After serious
consideration, I decided to gain some different experiences in the art realm and I
became the Associate Manager of Dimension Art Center. During m y time in this
position, I did m u c h research on such issues as the role and function of the private
commercial art gallery within Taiwan art development. Through this research I
realised so m a n y serious problems existed in Taiwan art society, which greatly
influenced art development. For example, some 'famous' and 'important'
professors taught students to work in certain styles of art, which were more readily
received by the public. Also some other influential artists with a high reputation
changed their original creative direction into a w a y in which they could gain
benefits. Such changes had blurred the vision of the artists' concepts of art value
and made them lose their way toward developing their o w n stylistic practice.
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At the beginning of 1990,1 established the Dimension E n d o w m e n t of Art under
M r . H w a n g ' s (new) direction and m y position was changed to become the
Associate Director of this n e w Foundation. Since then, I concentrated more on
research for developing Taiwan's contemporary art. During m y employment in
1989 and 1990,1 went to Paris and Beijing on m a n y trips, researching cultural
exchange projects with galleries and museums, which included borrowing Monet's
paintings from the M a m o d o n M u s e u m and Shyu, Bei-Horng's paintings from the
Shyu, Bei-Horng M u s e u m and bringing them to Taiwan to exhibit123
Through my experiences then, I feel that most people in Taiwan still seem to
worship European and American art. They neglect to be concerned about, or
identify with and confirm their o w n artists' art. Therefore, I published an essay,
The Role of the Private Commercial

Art Gallery within Contemporary

Development in Taiwan in Dragon Art magazine in 1990.

124

Art

Within this essay I

pointed out that w e have to think highly of the precious values of our o w n
Taiwanese culture and affirm our o w n native artists' efforts and achievements; that
the commercial art galleries especially should not m a k e the same mistakes as they
did before in misleading Taiwan contemporary artists to regress into the wrong
traditional directions in order to pursue their o w n private benefits.
The most precious personal achievement, during my employment in both
Dimension Art Center and Dimension Endowment of Art, was coming to realise
that all cultures and arts coming from different cultural groups have parallel
significance and therefore they should be recognised as having equal value without
any over-worship and self-slight or discrimination. This point reminds m e that m y
o w n art creation should go with m y o w n spirit and identity within m y o w n way. I
no longer have one-sided thinking towards outside art concepts and achievements
while neglecting m y o w n culture any more as I did before. Today, I a m trying to
face and assess m y art works by this concept of art value.
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Case 2. T h e appearance of alternative spaces in Taiwan
During 1989 and 1990, most people in Taiwan were generally prospering and
enjoying the happy atmosphere of making money fast because of the economic
b o o m and the stock-market's quickrise.Since then, not only many businessmen,
w h o were concerned about art development in Taiwan, became more and more
willing to sponsor or lead art activities, but also the number of private commercial
and non-commercial art galleries greatly increased.125 A number of contemporary
artists were strongly encouraged by such an environment, and they started to
establish art groups again to spread their ideals and aspirations about art.
However, m a n y contemporary artists' works still did notfitthe requirements of
commercial art galleries and also the younger generation artists still had no way to
easily get into the relationship system of public museums and galleries. For these
two reasons, some artists decided to organise and establish their o w n exhibition
spaces. Most of them had just been educated and had come back from American
and European art schools a few years before. Therefore, their ideas for setting up
exhibition spaces were deeply inspired by those alternative spaces in N e w York
which were reigning in the 1970's especially for 'conceptual art' and 'experimental
art' only.126

Space II, established in the late half of 1989 in Taipei, was the first 'alternati
space' in Taiwan. I was involved in the formation of this art association, however,
because I was going to Australia to pursue advanced study, I did not formally join
this art group. Basically, most of the members of Space II are the young
generation artists w h o gained master degrees from America. The membership has
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increased from seven or eight at the beginning to twenty-three n o w (1994). Space
II has its o w n gallery for its members to show their works, and most of the costs
are shared by all members. Today, Space n is becoming one of the most famous
and influential contemporary art groups in Taiwan.
The other 'alternative space' art group was formed in 1989 by a group of young
generation artists w h o strongly desired to do something for Taiwan art society.
This gallery is called 'It Park' because it is beside the It Park in the centre of Taipei
city. It Park started with six or seven artists and today has about twenty artists
involved. M o r e than half of them have had advanced study in France, Spain and
Italy, therefore, most of the artists' works tend towards the 'conceptual art' or
'installation art' theme and naturally, the artists' art concepts are deeply influenced
by European art. However, It Park is not only one of the most popular places in
Taipei for artists gathering to discuss and chat about art issues, but also one of the
most famous and influential contemporary art groups in Taiwan along with Space
II.
Basically, the main activities of both Space II and It Park are the members'
exhibitions held monthly. Besides this, they also organise some open meetings for
artists to discuss issues and learn about art from each other. Space II has
published their o w n publication, Discussing Art and give it free of charge to
whoever is interested in contemporary art issues.
Overviewing these two main 'alternative spaces' above, the most valuable thing
about them for contemporary art development in Taiwan, which most people have
recognised, is that the artists can fully develop and present their o w n art ideas
through their o w n honest works without censorship or without compromising the
tastes or policies of the commercial art galleries and public museums. They have
led the m o o d of Taiwanese contemporary artists' art research and creating into
another n e w high point
A second benefit, which was never expected, is that their 'non main-stream' works
were gradually accepted and recognised by m a n y private galleries and public
museums, because of their efforts of insisting on their deep affection for this art
and in contending for a long time with the museums' conservative policies. O f
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course, the situation is not that simple; there are still some very complicated factors
existing between artists and museums.
The phenomenon that different kinds of contemporary art could not be accepted
and recognised has been totally changed since 1990. Taiwanese artists have
become freer to create whatever they like. However, even with this situation, there
are still a great number of artists w h o have not been able to discover their o w n
direction immediately. Because most of the Taiwanese artists' concepts of artcreating have been deeply influenced by the American's and European's for such a
long time, this problem of art education is a big impediment to Taiwan
contemporary art development. This is confirmed by the opinion of the former
President of the Taiwan National Institute of Art , Professor M a a , Shoei-Long's.
H e believes that "the most serious mistake for Taiwan art education at present is
that most people hold the wrong concept that overall learning everything from
American culture and standards is better."127
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"Central Daily News-International Edition" (2nd June 1994), Taiwan, p. 3.
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T h e development and setting of the 'concept of art value'
It is likely a great many Taiwanese would like to question the present
discriminatory 'concept of art value' in Taiwan. First of all, I would like to
analyse the influences from the Taipei Fine Art Museum. Since it was established
in 1983 and has taken the powerful official role of leading Taiwan's fine art
development, this M u s e u m has become the leader in Taiwan's art society. Since
then, there have been many big national art competitions organised and held often
by the Taipei Fine Art M u s e u m such as: the National Contemporary Abstract Art
Competition, the National M o d e m Chinese Ink Painting Competition, the National
N e w Aspect Art Competition and the National Bi-annual Art Competition.
Interestingly, the works which have been selected in these competitions were
always very strongly influential and led the way in the change and development of
Taiwan's contemporary art concepts, styles and forms.
Since 1987, included in the themes which Taiwanese artists have chosen and
worked on, there was a trend towards political issues and dealing with real social
problems, so the styles of these artists' works tended to bericherin variety. They
have found this specially true with conceptual art and installation art These artists
considered these forms of art explained their ideas more easily and they became the
main art styles, which have gained great awards in m a n y main national art
competitions held by Taipei Fine Art Museum. Therefore, these kinds of works
were considered and believed to be of the highest value by Taiwan art society, and
under this situation, another phenomenon was caused; that is, many young artists
were encouraged to learn and copy that particular fashion of art style. In fact, there
is one biased and widespread concept which has existed in many Taiwanese artists'
and art critics' minds for a long time. It is that no matter what kind of art style,
concept or school is followed, if it belongs to the 'new' or to the 'later period' it
must be superior to that of the 'old' or the 'earlier period'. Always making the
judgment of 'new' or 'old' only according to subjective comprehension or
experiences of art which they have directly been involved with before, is a mistake.
That is the reason w h y w e often find that some art works were considered 'new'
and 'good' in some art competitions by judges, which had actually been created
and presented previously in the west many years before and were considered not to
be so 'good'.
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This 'concept of art value' still exists in Taiwanese art society today and has caused
worries and dissatisfaction for m a n y people. But it seems that only a very few
artists and art critics are willing to openly criticise this approach to the problem. I
published an essay on this subject called Review the Concept of Contemporary Art
Value in Taiwan in Artist magazine in April, 1994. Within that article I again
reminded people in Taiwan that they should pay m u c h attention to h o w they deal
with the situation and look at this issue.128 However, this kind of phenomenon
which exists, is n o w difficult to overcome in the short term. So m a n y artists and
art critics seem to like to keep this phenomenon going in order to maintain both
their good relationship with the official m u s e u m and education system and to
preserve the benefits, which they already possess under today's 'concept of art
value' rather than open their minds to honestly face and research the real art
issues. A n example, which explains the w a y particular art forms are highly valued
and emphasised, is the event which happened in the Fine Art Department of the
Chinese Culture University Taiwan, in the second semester of 1993. All the
students had no choice but to strike and go to the National Education Department to
demonstrate that they had suffered from their departmental education policy for too
long and they were appealing against it. Students pointed out that the policy was
drafted by the Dean, in which he forced students to learn the schools or art styles,
which he alone believed to be good or to have high values, such as Impressionism
and Post-Impressionism. Anyone w h o did not obey his dictates and opinions and
followed any other schools or styles of art took a highriskof being failed. The
Dean desired to make students agree with him and yield to his personal art concepts
to become his followers, so he could preserve his power and reputation in Taiwan
art society.129 In fact, I too suffered similar experiences from 1981 to 1985,
during the years when I studied in that same department. But during that period,
w e could do nothing about it, because w e were still under strict martial law.
Other examples involve such things as where a number of 'famous' and
'important' artists and art critics have m a d e special art works or have written
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"Artist", No. 227 (April 1994), Taipei, pp. 368-75.
Normally, university students in Taiwan are conservative and respect their teachers very
much. They always obey and agree with teachers' opinions and orders. So, m a n y young
generation artists were deeply and unconsciously influenced by some art concepts, which came
from some influential people's selfish schemes. "Central Daily News-International Edition"
(24th, 30th April 1994), (4th, 5th, 26th, 28th M a y 1994), (1st June 1994), Taiwan, p. 7.
129

Ill

special critiques justfittingthe m u s e u m director's taste in order to have their art
works shown in the m u s e u m or m a k e themselves seem important in order to be
invited by the m u s e u m to some major conferences or competitions. Obviously,
such a phenomenon is likely to happen in every society, however, under the
influence of this kind of situation, the works which did not honestly c o m e from
artists' and art critics' deep and honest thought have had broad influences on the
whole of Taiwan art society. The comprehension of art by the young generation
artists especially, has been influenced and limited by them.130 Guo, Shao-TSong,
in an essay called Analysis of Taiwan Art Phenomenon

in the 1980's, said:

N o matter h o w messy the art situation is at the end of the 1980's in
Taiwan, Taiwan art society is speeding to the 1990's with tottery steps.
In spite of so m a n y bizarre art phenomena coming out, everything is
heading towards a clear target; Taiwanese are desiring to establish their
o w n art system and form their o w n art style.131
In Guo, Shao-TSong's opinion, it seems that to develop the unique Taiwanese art
style naturally, it is not going to be influenced by the biased art phenomenon which
exists in Taiwan art society today. H e also seems optimistic that the Taiwanese
o w n art style can be established successfully in the near future. Nevertheless,
about this issue I would maintain a more serious and pessimistic opinion. I believe
that the strange concepts of values of art which are seemingly correct but really
biased are going to continually dominate the development of Taiwanese artists'
creation for some time to come. M a n y artists are just interested in edging their w a y
into the mainstream, where they can share the tangible benefits of 'fame' and
'wealth'. It m a y become possible to accommodate themselves to the reality of their
environment as well as imperceptibly change their pure creative concepts.
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In Taiwan, usually the museum directors have strong power and therightto be in charge and
control everything. The curators can not make too many decisions by themselves, and museums
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131
" M o d e m Art", No. 28 February 1990), Taipei Fine Art Museum, Taipei.

112

SECTION V
The Artworks
from The Seventy-Two Martyrs to ART One by One
Before I was able to focus my art creation on the issue of art itself, I had to
undertake this period of research on the relationship between art and Taiwan's
society. Within this research, I have completed three series of paintings in the past
two years, which have really made m e , in a very personal way, look back again to
m y o w n society. Hopefully this might be of interest and make some other people
take a fresh look at our society as well. After this period of reflection, the concept
in m y most recent series of paintings - ART One by One

was the strongest I have

developed in order to discuss and analyse some aspects of the contemporary
Taiwanese 'concept of art value'. It is necessary to analyse and review all m y
work during this period, m y three series of paintings, before discussing the
'concept of art value' through the ART One by One series of paintings. During
this research process, of course, creating the three series of paintings was a very
precious experience and records for m e the building and clarification of the ideas

The following section will firstly analyse my three earlier series of paintings—Th
Seventy-Two Martyrs, Ambiguity Between Man and Woman

and The Culture of

Powerful Personal Relationships and Connections. The later section will go
further to expound and analyse m y 'concept of art value' and the ART One by One
series of paintings simultaneously.

Actually, before I analyse my own paintings, I would like to explain again that my
early period of paintings was like that of m a n y of m y contemporary Taiwanese
artists, w h o had been deeply influenced by international art concepts and trends.
In 1992, m y first exhibition within m y D C A research shows influences from
Surrealism, Expressionism and Cubism. Titled Ambiguity Between Man and
Woman,

it consisted of twenty eight paintings and was held in the Leisure Art

Center, Taipei, Taiwan, November 1992. The second exhibition, The Culture of
Powerful Personal Relationships and Connections, was held in the Capital Art
Center, Taiwan in 1993. There was still a combination of western modernist art
concepts existing together in m y paintings as the basis of expressing m y o w n
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concepts. In this unresolved situation, I found it very difficult tofindthe direction
in which I really wanted m y art creativity to head. The difficult situations in which
I struggled at that period of time might be explained by Zang, Shiun, a famous
contemporary Taiwanese art critic, w h o in his essay, Taiwan, You Are Diseased in
the Stricture of the Heart of Modernism! said,
Because of the Taiwanese lack of independent thinking ability towards
aesthetics in their culture over a long period oftime,their works refer
to, or copy the advanced American and European and are often just
superficial without valuing the underlying fundamental spirit132
In fact, I did struggle with this problem—the former lack of independent thinking
ability and superficial use of styles. Therefore, the three series of paintings, The
Seventy-Two Martyrs, Ambiguity Between Man and Woman and The Culture of
Powerful Personal Relationships and Connections, can in many ways be regarded
as various kinds of experimental works in the process of trying to learn this
'independent thinking'. The fourth series of paintings, ART One by One , which I
developed and created from 1993 to 1994, seems more resolved to m e . In this
series I have n o w consciously developed works, which m a k e specific use of
stylistic differences, to comment on deeper and underlying themes and concepts.
Thus, in the following chapters of analysis of m y o w n paintings, thefinalseries,
ART One by One will be the main focus.
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Zang, Shiun, 1992. Jeang, Shiun was one of the judges of thefirst"Bi-annual Exhibition"
competition held by Taipei Fine Art M u s e u m in 1992. This essay was his thoughtful reaction to
the competition. "China Daily N e w s " (20th M a y 1992), Taiwan, p. 29.
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The Seventy-Two Martyrs

PL 34 Chen, Yin-Wei, The Seventy-Two
Martyrs - 1, 1992, oil on canvas, 22 x 27cm

PI. 35 Chen, Yin-Wei, The Seventy-Two
Martyrs - 2, 1992, oil on canvas, 22 x 27cm

PL 36 Chen, Yin-Wei, The Seventy-Two
Martyrs - 3, 1992, oil on canvas, 22 x 27cm

PL 37 Chen, Yin-Wei, The Seventy-Two
Martyrs - 4, 1992, oil on canvas, 22 x 27cm

(a) The

Seventy-Two

Martyrs

Before I developed the Ambiguity Between Man and Woman series of paintings, I
had started to attempt to deal with m y o w n w a y of creating works which might
reflect 'independent thinking'. In fact, under this new w a y of thinking I created
thirty small experimental oil paintings during the early half of 1992 [pi. 33-37].
Their main content was describing a phenomenon, which had happened in Taiwan,
where contemporary artists created some revolutionary paintings in order to
withstand the traditional conservative artists' views. I did these because I believed
that Taiwan art society indeed needed this kind of art revolution, otherwise, people
would have had no way ofriddingthemselves of the old bondage, which had come
from conservative traditional art concepts over a long period of time. Therefore, I
decided to paint seventy-two paintings to describe seventy-two contemporary
Taiwanese artists' art concepts.
I decided on the number seventy-two as a reference to Dr. Sun, Yat-Sen's
successful Eleventh Revolutionary War, in which he lost seventy-two martyrs but
established the Republic of China in 1911. I absorbed the significance of the
revolutionary spirit into m y paintings to poignantly express the phenomenon that
Taiwan art development needed to be revolutionised or reconstructed.
Consequently, when I took the thirty paintings, which I had done in Australia,
back to Taipei in June, 1992, I planned to continue the remaining forty-two
paintings and have an exhibition there. However, I realised that there was one big
problem in m y thinking, which could not be resolved, namely, there were many
more than seventy-two artists dealing with the so-called 'contemporary' art issues.
It did not matter which 'seventy-two' artists I selected, their art concepts could not
fully represent the contents of all of the contemporary Taiwanese artists' personal
art revolutions. Moreover, whether all of these artists' concepts and works were
really imbued with a n e w original spirit or not was m y other doubt. Consequently,
I stopped this series of paintings after serious consideration. After that, as I saw
the links between questions of the position of art in our society and general social
issues I re-focussed m y viewpoint to review and re-explore some of the social
issues in Taiwan with which I was more concerned. I chose the issue of personal
relationships between m e n and w o m e n in contemporary Taiwan society as m y
starting point for investigation. I worked on and completed twenty-eight paintings
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from June to November, 1992 and called this series of paintings Ambiguity
Between Man and Woman.
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Ambiguity Between Man and Woman

PI. 38 Chen, Yin-Wei, Ambiguity Between Man
and W o m a n - 1, 1992, oil on canvas, 80 x 100cm

PI. 40 Chen, Yin-Wei, Ambiguity Between Man
and W o m a n - 3, 1992, oil on canvas, 22 x 27cm

PL 39 Chen, Yin-Wei, Ambiguity Between Man
and W o m a n - 2, 1992, oil on canvas, 80 x 100cm

PL 41 Chen, Yin-Wei, Ambiguity Between Man
and W o m a n - 4, 1992, oil on canvas, 22 x 27cm

PL 42 Chen, Yin-Wei, Ambiguity Between Man
and W o m a n - 5, 1992, oil on canvas, 72 x 91cm

PL 44 Chen, Yin-Wei, Ambiguity Between Man and
Woman - 7, 1992, oil on canvas, 91 x 116 cm

PL 43 Chen, Yin-Wei, Ambiguity Between Man
and W o m a n - 6, 1992, oil on canvas, 72 x 91cm

PL 45 Chen, Yin-Wei, Ambiguity Between Man
and W o m a n - 8, 1992, oil on canvas, 72 x 91

(b) Ambiguity

Between

Man

and

Woman

The issue of the roles of people in my society was my concern and I have explored
it for a long time. For example, looking back to m yfirstsolo exhibition held in the
Taipei American Culture Center in 1989, the main subject I dealt with in m y
paintings was the phenomenon of young Taipei people's value systems. Such a
mental phenomenon, which I experienced personally, had stimulated m e and
aroused m y inspiration to create one series of abstract paintings. In that series of
nearly non-coloured, tonal paintings I used some very simple elements to explain
the joy and grief of young Taipei people, because I believed that artists of the
current era should accept the weighty mission entrusted to them by their time.
Today's society no longer permits separate existence, but requires the concerted
movement of the whole. The task of a painter can no longer be merely to live the
life of a recluse, but must instead be the intuitive perception of the age and the
portrayal of its phenomena. The works of a painter should be like the surface of a
highly-polished mirror, capable of reflecting the phenomena fleeting before the
artist at each instant, as well as offering insight into the future. Liu, M a x , ChiWei, a famous Taiwanese art researcher and artist, wrote the forward for m y
catalogue on 5th April, 1989. H e said:
Because of his outlook on modern society and human nature, his hopes
and passion are focused on the portrayal of the notion 'the symbol of
the truth'. Because of this he is entranced with white ... The use of
colour in his works is extremely refined. H e believes that in white,
specifically, is to be found all colours. For him, white is not without
hue, but is alive with shades ofrichness,grandeur, solemnity, and
depth. It is, he believes, the 'symbol of truth' transmitted by his
works. 133
Basically, except for the social phenomena belonging to Taiwan, which this series
of paintings is describing, the art form and the way I applied it was still strongly
influenced by Abstract Expressionism and Minimal Art. Not long after this
exhibition hadfinished,I made a self-examination and found that m y paintings still
existed under some other artists' shadows. It was very hard for m e to escape from
the bondage—the 'art form' which I had been taught and by which I was strongly
influenced. Therefore, I decided to stop doing this imitative style of painting.
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"Chen, Yin-wei, 1989" (catalogue), Taipei American Culture Center, Taiwan, 1989, p. 2.
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After that, I did not paint for some time. I came to spending time thinking about
the issues of art itself. I asked myself, "What actual art form or style exactly
expresses the art content, which I really want to expound? W h a t actual art has an
original creative significance for m e to do?" O f course, it was very hard for m e to
find satisfactory answers to such complicated questions.
So, just after I had stopped working on The Seventy-Two Martyrs series of
paintings and went back to researching Taiwan social issues, particularly the issue
of people, I became very interested in the issue of the personal relationships
between m e n and w o m e n . The questions were those arising out of issues, such as
the competition between them within their jobs, their personal roles,
responsibilities and positions in their families and h o w they protect and reject each
other. Basically, the Ambiguity Between Man And Woman

series of paintings

mainly described such phenomena as the unequal, inharmonious and inconsistent
things which happen between m e n and w o m e n in Taiwan society.
I looked at this issue from my own, a male artist's, standpoint and did my
examination of the mutual events between m e n and w o m e n in Taiwan, which has
always been a male dominated society. I was subjective in the exposition of the
issues, which I felt needed to be addressed and realised the ambiguity of the
relationships between m e n and w o m e n through m y series of paintings. Perhaps,
there have been some misunderstandings existing in m y personal point of view
towards m e n or w o m e n , however, all the phenomena I have dealt with and
displayed in m y paintings reflected m y strong personal insights into m y o w n
country. These were strengthened when I went back to Taiwan's society again
recently after I had lived in Australia for one and a half years.
There is a total of twenty-eight paintings in the Ambiguity Between Man and
Woman

series. They are all oil on canvas, the smallest being 27 c m x 22 c m and

the largest 162 c m x 130 c m [pi. 38-45].

Basically, when analysing this series of paintings I would like to emphasise some
important elements which appear in them. O n e of the main elements is the human
body (including both male and female), the shape and structure of which have been
transfigured. Moreover, they are often piled upon one another and wound around
each other. I represented the human body, especially the female, by applying an
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exaggerated transfiguration shape to hint at the influential and important roles,
which I believe females should have in Taiwan's society.
Besides using the whole body to expound narrative in Taiwan about men and
w o m e n , the eyes and the noses in m y paintings are other important elements which
I utilised to infer some other concepts.
The human body in this series of paintings was always without eyes or sometimes
only with a single eye. Moreover, the eyes have no eyeballs. I painted eyes in this
w a y to try to explain the kinds of problems about m e n and w o m e n , which
generally exist in m y society but cannot be discussed publicly because people do
not want to acknowledge or discuss them. S o m e of these problems have been
considered as a matter of course in Taiwan, because they have been part of a male
dominated society for a long time. S o m e other problems still exist because most
Taiwanese w o m e n , themselves, have been restricted by part of traditional
Confucian thought, which is inappropriate in this post-modem time. Often w o m e n
were unaware of the possibility of change or were unwilling to shake the status
quo.
One common Chinese saying is, 'The eyes are the windows of the human soul.'
Nevertheless, the soul in m y painting is not a clear window. W h y ? The answer is
that it has been polluted by the socialtideof utilitarianism, which has n o w existed
in Taiwan for a long time. In fact, the reason I believe the windows have been
polluted is because I found that m y o w n vision had unfortunately also become
blurred. Along with m y contemporaries, I have been educated and have grown up
in this same blurred environment
Besides the eyes, the other important symbols in my paintings, which need
explaining are the nose, hands and feet. In this series of paintings, I have always
painted a very slight white stroke as a nose. The white stroke means the breath of
existence—the energy which maintains the survival of the human body. The other
symbols, the hands and feet, without a body, always appear at the corners of the
picture. They indicate that there are many things about human relationships, which
w e as people still have not found a way to control, although w e live in the highscientific society of today. In Taiwan's complicated society, due to the influences
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of pollution from utilitarianism, m e n and women's mentalities have become
gradually colder and colder.
Besides the symbols I utilised to expound my ideas above, I also used another
expressive device to cause another effect in this series of paintings, where the
h u m a n bodies are the main element. I structured the compositions to give the
impression of a limited indoor space. That space, although appearing to be
indoors, also looked as if it was a wide outdoor space, hinting at the pressure of
the population in relation to space in Taiwan. The arguments andfightingbetween
people, and the struggle for fame and wealth seems to be accentuated in Taiwanese
society, very often due to the fact that people live in a tiny land with a dense
population. People only have a very short distance between each other and
sometimes none at all. I believe that most Taiwanese have been deeply affected by
such a lack of personal space. This issue concerning space was also utilised in m y
later series of paintings called The Culture of Powerful Personal Relationships and
Connections.
Many people in Taiwan contemporary art circles gave me comments about my
paintings after Ambiguity Between Man and Woman

was exhibited at the Leisure

Art Center in Taipei. The main c o m m e n t was that they did not only see the
ambiguous issues between m a n and w o m a n through m y paintings but also
interpreted the paintings to be about sex. Their feelings seemed to c o m e from a
literal viewing of m y paintings. After self-examination, I finally realised and
found, that although I had not consciously emphasised sex issues in these
paintings, that I had done it unconsciously and without specific intention. Such
unconscious behaviour basically came from the natural reflection, that I felt the sex
issues were indeed part of the ambiguity between m a n and w o m a n in Taiwan's
society, but it has always been repressed and people have found it very difficult to
face and discuss these issues publicly. W h y is the Taiwanese mentality towards
sex so complicated? Perhaps, the following reasons could be the part of the
answers of this issue. Traditional Confucian thought taught people it is better to
keep an aloof relationship between m a n and w o m a n due to 'sex' being a sensitive
and private thing. Nevertheless, Taiwanese thought is becoming more liberated
today. A great m a n y people have considered the h u m a n body as a part of art.
Moreover, it is true that sex is becoming a more openly important part of people's
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relationships in m y society. Under such a situation of conflicting ideas, people
attempt to avoid facing or discussing the sex issue, so, the ambiguity between m a n
and w o m a n has been becoming more serious in Taiwan today.
In the context of such a subconscious feeling about sexual issues, I did
unconsciously apply it to this series of paintings by over-emphasising and overdescribing the h u m a n body. Therefore, the audiences' comments did help m e to
see and understand more clearly the fact that parts of the problems existing in m y
society are indeed sexual. Gender issues and the relative power positions of m e n
and w o m e n in Taiwan are still part of the conflict between the traditional and the
n e w value systems our society is trying to reconcile.
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The Culture of Powerful Personal Relationships
and Connections

PL 46 Chen, Yin-Wei, The Culture of Powerful Personal Relationships
and Connections - 1, 1993, oil on canvas, 90 x 115cm

PI. 47 Chen, Yin-Wei, The Culture of Powerful
Personal Relationships and Connections - 2,

PI. 48 Chen, Yin-Wei, The Culture of Powerful
Personal Relationships and Connections - 3,

PL 49 Chen, YinWei, The Culture of
Powerful Personal
Relationships and
Connections - 4,
1993, oil
on
canvas, 24 x 33cm

PL 50 Chen, YinWei, The Culture of
Powerful Personal
Relationships and
Connections - 5,
1993,
oil on
canvas, 24 x 33cm

PL 51 Chen, Yin-Wei, The Culture of Powerful Personal Relationships and
Connections - 6, 1993, oil on canvas, 80 x 100cm

PI. 52 Chen, Yin-Wei, The Culture of Powerful Personal Relationships and Connections
7, 1993, oil on canvas, 3 panels, each 24 x 33cm

(c) The Culture of Powerful Personal Relationships and

Connections

I created The Culture of Powerful Personal Relationships and Connections series
of paintings just after finishing the Ambiguity Between Man

and

Woman

paintings. There is a total of sixty paintings in this series. They are all oil on
canvas, the smallest being 27 c m x 22 c m and the largest 90 c m x 115 cm.
Therefore, there are m a n y similarities in these two series of paintings in terms of
style and composition, the main difference being that I changed the focus of the
subject In The Culture of Powerful Personal Relationships and Connections of
paintings [pi. 46-52] I focussed on researching and describing a particular and
c o m m o n phenomenon apparent in people's relationships in Taiwan, namely that
people attempt to achieve success or to establish themselves byridingon the coattails of a brilliant master.
The main reason I focussed this series of paintings on such a theme was basically
because I had a very strong mental reaction to m y o w n society after having lived in
Australia for one and a half years and suddenly going back to Taiwan. Even
though I had been to other countries to do short term research before I came to
Australia, I did not feel to any great depth the differences between m y society and
those I had visited. This was due simply to the fact that I did not have the chance
to involve myself very m u c h in those societies during m y short period of staying
there. In contrast, however, since I had studied in Australia for over one and a half
years, I had begun to realise and understand Australian c o m m o n culture and
thinking more or less as well as the Australian social logic. Studying in Australia,
I felt a freer, fairer and more democratic environment towards social competition
and a more honest, independent and open personality in people. Naturally such a
new mental reaction and emotional excitement stimulated m y mind to look back to
m y o w n society. Therefore, when I went back to Taiwan from Australia I noticed
that m y o w n society was seriously lacking in a 'culture of equal treatment' which a
healthy country should have. O n the contrary instead, there existed 'the culture of
powerful personal relationships and connections' which was deeply ingrained in
the culture of thetinyisland.
Here I would like to explain more clearly the meaning and significance of the
culture of powerful personal relationships and connections and the reason w h y I
used it as the title of m y series of paintings.
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Most of the Chinese (Taiwanese) are aware that w e Chinese consider the 'human
touch' very m u c h for a long time, before w e give it, due to our traditional
personality. Therefore, a strange social phenomenon appeared—people have
considered 'personal relationships and connections' more important than social
law. This very often happened, naturally, since life revolved around this kind of
Chinese social system. Actually, this kind of Chinese social model, the 'human
touch' being considered more important than the 'rule of law', has serious defects
and is unfair in comparison to the model of 'everyone is equal within the law' in
Western democratic societies.
There are many Taiwanese who deal with their businesses in this peculiar Chinese
fashion, paying m u c h attention to whether or not they have (or are able to catch)
personal relationships and connections to utilise, rather than to consider whether
the businesses they are dealing with are legitimate and reasonable. They do not
even take into consideration the moral concept of fair and reasonable competition.
Particularly for the rich businessman and the officer in a higher position, this
phenomenon happens to them more seriously. Such a Taiwanese mentality and
behaviour was the content of m y so-called The Culture of Powerful Personal
Relationships and Connections exhibition. Revolving around this kind of social
logic, people apply so-called 'patents' to achieve success in their businesses. The
higher level of 'patent' people have, the greater the ease and shorter the time they
will take to successfully gain their purpose. However, not every Taiwanese would
like to follow this kind of 'social behaviour rule'. They would prefer to obey the
real and reasonable 'laws', but unfortunately, sometimes it is very hard and even
impossible for people to gain their purposes by just obeying the legal system.
They often have no other choice but to follow the other strange 'social behaviour
rule'. In fact, the key reason for Taiwan's society having such a social malaise is
that some of the laws, especially those that have strong and important relations to
The Principle of the People's Livelihood and Rights, made by the Nationalist Party
Government are unreasonable and out of date. Moreover, the government has not
upheld the laws strictly over the past forty years and simultaneously encouraged
the people to cultivate the habit of disobeying the laws. Therefore, this unhealthy
situation is more and more serious today, resulting in Taiwanese living principles
relying more and more on 'the culture of powerful personal relationships and
connections' now.
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The most serious influence from this particular culture is that people's mentalities
become more and more selfish and the sense of morality becomes weaker and
weaker. A great m a n y people only consider h o w to achieve their o w n purposes
and never care whether they hurt therightsand benefits of others, while they are
pursuing their o w n benefits and interests. Taiwan's society, evolving under such a
social formula, is in danger of righteousness existing no longer and society
gradually becoming disorderly. With a somewhat ironical stance, I a m doing what
was c o m m o n in modernist times—looking back to a 'golden age' or a time when
things seemed simpler and society had a more harmonious front. However,
Formosa, that is, the Beautiful Island, is just like a still unsettled world without
m u c h of the dignity and honesty of human nature which once existed. A s well as
being more perfect, it had effectual and proscribed laws for people to follow. The
dignity of the legal system is very often destroyed and the social order is even more
seriously disturbed by the behaviour of particular people w h o get the 'patents'
today.
There were many symbolic 'devices' which were utilised by me to express my
ideas in this series of paintings. The symbol of the mountain has a very special
significance. I used the 'mountain' for the main element in m y painting, as it is as
most of us Chinese, especially Taiwanese, k n o w that w e seriously consider 'good
relationships and strong background' when w e are dealing with something related
to social business. The symbolic significance of the 'mountain' in Chinese culture
means a kind of 'strong personal connection and background' exists. In
Taiwanese traditional concepts, people believed that they would feel secure if they
had something behind them to rely on. If the 'subjects' which people rely on can
be as strong as a mountain, they would feel more confident to deal with their
business. Therefore, people would always like to say, 'I've got a mountain behind
m e to rely on,' (which means I have very good and strong personal social
relationships and connections). So, the 'mountain' in m y paintings basically
emphasises this Taiwanese c o m m o n 'living philosophy'. Regarding this popular
philosophy - a kind of superstition, w e can see very clearly that a great many
Taiwanese, especially businessmen and officers, like to hang a painting with
mountain images on the wall just behind their seats. Besides the above symbolic
meaning, people also like to hang the 'mountain' on the wall just behind thenseats, because of the traditional superstition of the 'good feng-shui' (meaning a
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good place for people to live). They believe that they will be very successful with
their careers due just to this 'good place'.
Besides the images of mountains, the black horse, eye and human body were also
the main elements appearing in this series of paintings. I arranged these elements
to exist simultaneously in an unreal space in the paintings; a world which looked
peaceful and simple but actually was unstable and complicated and was organised
and constructed by the interaction of the elements themselves. The 'black horse' in
traditional Taiwanese culture always means a kind of strong power but it is
neglected. Frankly speaking, there are m a n y different kinds of 'black horses',
including positive and negative, broadly existing and influencing Taiwan's
utilitarian society today. A s a result of such a condition, I believed that a great
m a n y Taiwanese souls are losing their centre of gravity and drifting along without
any fixed lodging in a non-ending and unknown space. In addition to this, there
are m a n y different 'eyes' representing the different standards of social laws and
morals, looking at and examining the people, including myself, through the
different lenses of blurred viewpoints in such a confused space. Moreover, the
people have been imperceptibly attacked by and have suffered from their o w n
unstable emotions. Accompanying the unstable emotions, people have gradually
lost the natural unselfish actions of mutual helping, trusting and forgiving, which
keeps society improving and harmonious.
To further explore The Culture of Powerful Personal Relationships and
Connections series of paintings in terms of the ideas and concepts behind the
paintings, the following more detailed analysis might be quite important and
helpful for further appreciation and understanding of m y paintings.
Resulting from the cross-structural composition and the cross-meaning, which is
constructed and hinted at by the elements which exist in the paintings, an
imperceptible Buddhist state of mind is embodied in this series of m y paintings.
People m a y see some kind of 'appearance' through m y paintings and feel the
invisible spirit of human nature, even in unusual ways. The 'appearances' in their
o w n spaces are blended into each other. Under such a state, the relationship
between the 'appearances' and 'spirits' becomes imperceptible and metaphysical.
Therefore, the elements appearing in this un-serial space are also becoming ethereal
and unreal. The figures were painted without clear face and correct body shape.
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Moreover, the mountains were laid on the centre of picture but without their bases.
The 'world' in m y mind which I dealt with in m y paintings is the one waiting to be
re-settled and given n e w definition. The 'mountain' in the 'world' means power, a
ready-made one, the 'human body' represents the circumstances people face, the
individual's bestowed roles, and the 'eye' hints at the confused material judgmental
standards—the selfish human desires opposed to the social moral sense.
In terms of the techniques and compositional concerns, I painted this series of
paintings in a w a y closely related to the Ambiguity Between Man and

Woman

series of paintings. There are elements of Surrealism combined with
Expressionism and Cubism, and using this co-ordinate, I extended m y ideas
through the paintings. For instance, one of the main elements, the eye, can be
considered either as only a part of the h u m a n body or as a kind of worldly
viewpoint or even as the universal drifting symbol.
In short, my paintings both observed the realities of present-day Taiwan society,
and then hinted further at the existence of real and surreal social states and tried to
lead people to make a self-examination about their o w n internal spirits in relation to
the external world. In this context, a similar idea had been expressed in Ambiguity
Between Man and Woman

earlier.

Soon after The Culture of Powerful Personal Relationships and Connections series
of paintings was exhibited in Capital Art Center in Tai-Chung, Taiwan in January,
1993, Huo, Yi-Jen, a contemporary Taiwanese art critic, published a critical essay
of this series of m y paintings in the Xiong-Shi art magazine in Taiwan. In her
essay, The World of Not Being Settled, she said:
I believe that the 'eye', the 'black horse', the 'mountain' and the
'human body' must have very deep meanings to him. However, to
make the audiences' feelings touch the ideas and concepts he hinted at
through those pictures is a challenge for him ... Nevertheless, all of
the key points were under his control. Therefore, he further clarified
the meaning of some more works on the relationship between the
'shapes' and the 'spaces' than he had done in his last series of
paintings. In fact if artists would like to observe realities which are in
the real surroundings or in their o w n minds, their art works must have
precious and real significance. I believe that Chen, Yin-Wei is one of
these kinds of artists and his efforts are heading towards the issues that
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were caused by the ideas of 'reality' and the 'truth' which came after
the period when Western Romanticism raised the argument of 'the truth
of art'.134
However, as a result of my self-examination of this series of paintings again,
instead of continuing m y paintings I tried tofindout and re-evaluate the problems
which seemed to still exist somewhere in m y paintings and with which the
paintings are dealing. Finally, I found a very important issue which seemed to be
only superficial but in actual fact was quite complicated. It was the 'significance'
of the art works. This issue led m y creative art direction back to the study of
discussing the position of the values of art itself in Taiwan's contemporary
societies. I started to re-think the art concepts which existed deeply in m y mind
and which I had desired to express unconsciously for a long time, but up to this
point had not fully or truthfully expressed.
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(d) The 'Concept of Art Value* and ART One by One

In this time of cross-cultural influences, one of the questions about art which has
been brought to the debates, is whether contemporary artists should or can use the
images and styles from other cultures or traditions. There are m a n y ways of
thinking and answering this question. O n the one hand, some people insist that art
must possess original purity, which is part of the modernist ideal, otherwise, art is
unable to build on its reforming position in the world's art histories. People in this
group doubt modernism has been called into question. O n the other hand, in this
post-modern time, a great m a n y people obviously uphold a positive opinion
towards the more complex and layered production of works, which cross cultures,
times and notions of high and low artforms. M a n y post-modernist artists are
interested to deconstruct and reconstruct the significances of the past ready-made
codes.
Applying the appropriation of images to their own works has become one of the
main means or devices for them to create their individual art. This method,
catching and re-using or altering to re-use the image (object) directly from the
ready-made objects is one of the most evident characteristics of post-modem art
today. Such an issue as above, in short, often seems to be simply the argument
between modernism and post-modernism.
Towards this argument, perhaps, Jean-Francois Lyotard's opinion could offer us a
more complex w a y of thinking. H e said, " A work can become m o d e m only if it is
first post-modem. Post-modernism thus understood is not modernism at its end
but in the nascent state, and this state is constant."135

F r o m m y personal

viewpoint, I believe that all images and styles, no matter which culture they c o m e
from, can be available for re-use by contemporary artists. Yet, it is important that
artists have to realise the significance of what they are using and w h y they are
using it so that the choices they m a k e not only acknowledge the debt of origin, but
gain a strong personal significance. In fact, such an art concept and behaviour has
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already become an international tendency in this post-modem time. The works
from the series ART One by One

are contemporary or 'modern' in that sense, in a

quite complex way. Each work is divided into a section based on traditional
formats and a section based on modernist formats which were part of m y
developed art styles from m y o w n art education. The aspects of the works that
m a k e them most relevant, or contemporary are not only the immediate and
superficial juxtaposition of the 'old' and 'new' styles, but the more subtle crossing
of these easily seen boundaries by details and signifiers, which carry strong
cultural messages from past and present.
Firstly, the main idea which made me develop such paintings was basically that I
needed to emphasise one of m y art concepts through m y very individual style of
painting. This concept is that different cultures and art styles have their different
significances and corresponding equal values. Different styles, shapes and ideas
of art, even from different eras, schools or doctrines, have always possessed the
equalrightof autonomy under an open-mind 'concept of art value'. Therefore I
used this somewhat post-modernistic idea and method, of copying and changing
the famous old traditional Chinese paintings and forcing them into a striking
contrast, combining the non-traditional Chinese paintings co-existentially with the
traditional, in order to re-construct a totally new independent painting to expound
m y ART One by One ideas.

I have already analysed and explained in the previous chapter the way the 'concept
of art value' was shaped and formed in Taiwan. Here, however, I would like to
present and explain, through the ART One by One

series of paintings, a particular

aspect of this, with which I a m very m u c h concerned. It is this, that the majority
of those involved in Taiwan's art society mostly deal with western modern art
under their very subjective 'concept of art value', and believe it to be the 'most
contemporarised' art form. Moreover, people discriminate against the so-called
'traditional', and believe it to be totally out of date and without values. The socalled 'traditional* is mainly focused on the Chinese paintings and those influenced
by Japanese art from the time of the occupation and is the target of attack for
people, w h o only pursue so-called Western art or International art. Therefore,
Taiwan's contemporary art society is strongly and naturally divided into two
schools. O n e is the 'traditional' group, and the other one is the 'non-traditional'
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group. The artists in the 'traditional' group are protecting their o w n old kingdom.
The artists in the 'non-traditional' group look d o w n upon and dismiss the 'old'
achievements of the 'traditional'. O n e group considers the other to be doing art
without knowing how, and the other looks at the product of thefirstone as a nonart-value antique. Even the 'non-traditional' group of artists is divided into the
'traditional' and the 'non-traditional' and they attack each other. Such a situation
might also happen in other countries today, however, it is very sad. Frankly
speaking, no matter whether it is the real traditional art or artist, or the real nontraditional art or artist, they still have their o w n individual significance and value
reflecting each one's background and era. Although they were developed and
formed in different eras, they still have a parallel functional value of reviewing the
historical and contemporary social culture of their time. This is well stated by
Madoff as:
The 'post-modernist knowledge' uses the 'past' as a method to
consider the 'past' as a kind of series of memories of various orders
instead of considering it as a kind of model of the unique, and never
desiring to compete with it It exists without considering its o w n
strength in competing with the 'past' within so m a n y different systems
of 'histories'.136
So, from my viewpoint, I believe that no matter what art style or concept
contemporary artists are dealing with, they should realise and understand the
significance very clearly of what and w h y they are doing it
There are many different views on the definition of art itself from different
scholars, however, the basis of m y viewpoint will focus on the character of art
itself and whether this art reflects society, while I discuss m y personal concept of
art value. This concept is basically raised by m e for reviewing contemporary art
development in Taiwan today.
A successful art work can be formed by many complex factors. However, in my
personal opinion, I believe that for a work of contemporary art to succeed it must
possess a very individual and original significance and should possess, at least,
two different kinds of functions. Thefirstfunction of contemporary art is to be
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able to express the spirit of art defined through the art object itself. T h e other
function is that contemporary art m a y simultaneously reflect contemporary social
reality through its visual narrative. In short, I n a m e d the first part, 'the
significance of the external form of art' (the character of art itself); the second part,
'the significance of the internal content of art'. Both the form and content of
contemporary art must be able to link and reflect the aspiration, spirit and
significance of current art trends and thoughts. This is, I believe, because the
relationship between contemporary art and contemporary society is an interactional
situation all the time.
However, unfortunately, many contemporary art works in Taiwan today are
presented either without either function or with only one of them. I rather believe
that this is because a large number of Taiwanese contemporary artists still ignore,
or have not grasped the idea that, "Form as a particular attempt of the imagination
to discover the c o m m o n origin of certain elements to which everyone can respond
emotionally, and content as the imaginary attempt to create immediate meanings
which require a spontaneous mental response from an audience."137 are the two
things required to m a k e significant and meaningful artworks.
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(i) T h e content of an artwork
Art is part of the production of the historical and social development of a culture.
Therefore, from m y very subjective viewpoint, I would like to emphasise that
contemporary art should strongly link with society and must possess the function
of reflecting the histories of that society as well. A s stated by Vasquez:
The relationship between art and society can not be ignored, for art
itself is a social phenomenon:first,because the artist, however unique
his primary experience might be, is a social being; second, because his
work, however deeply marked by his primary experience and however
unique and unrepeatable its objectification or form might be, is always
a bridge, a connecting link between the artist and other members of
society; third, because a work of art affects other people—it contributes
to the reaffirmation or development of their ideas, goals, or values—
and is a social force which, with its emotional or ideological weight,
shakes or moves people.138
Broadly speaking, a great many people in Taiwan's art society only consider doing
the most fashionable style of art, despite their o w n society's real development, in
order to show that their kind of art is the newest and most valuable contemporary
art and moreover, they lead the public to believe them. In other words, the concept
that most Taiwanese contemporary artists consider that the n e w must be better than
the old, is strong and flawed vision of the role of art in our society. The newest
style of art is not necessarily the best or of the highest-quality. In this post-modem
time, the 'new' is often from the 'old'. The old can n o w appear to have a n e w
historical significance and artistic value. Nevertheless, this does not mean a work
of art does not have historical objectivity. A n y work of art that is unique is valid if
w e see it from a the historical point of view. W h e n talking about the value of
artists' works of 'new' and 'old', Arnold Hauser said:
N o matter h o w often they (artists) m a k e reference to other works, they
never represent a step by step ascent. Later works are not necessarily
more valuable than earlier ones; indeed, they can not even be compared
with one another ... It simply means that a stage which is historically
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more developed does not—as it does in technology—of itself ensure a
better result139

I would argue that a great deal of Taiwan's contemporary art works still are unable
to expose the two functions mentioned previously. Here, in the context of this
issue, I would like to m a k e a comparison with artistic developments in the
twentieth century in Mexico.
When modernism spread out far and wide from Europe to other regions, besides
North America, modernism filtered d o w n to Central-South America at the
beginning of the 1930's. O f course, Mexico, being the country closest to America,
was the first to face modernism in that region. However, Mexico did not receive
the whole modernist m o v e m e n t with pleasure. O n the contrary, instead, they
combined the styles of modernism with the traditional Indian culture and developed
their o w n fresco style which was full of their national identity.
They expressed with figures which were counter-modernistic. They
did not only record their ancient historical stories and myths but also
interpreted the reflection of their contemporary political society. They
were very 'nationalistic' and 'nativist' indeed.140
Diego Rivera and Jose Clemente Orozco, two of the Mexican artists, were to affect
and influence 1930's American art.
Through the above we have an example that shows:
Art and society are thus necessarily connected: no art has been
unaffected by social influences and no art has failed in turn to influence
society. N o society has renounced itsrightto possess its o w n art and
its consequentrightto influence art141
Looking back to Taiwan's contemporary art, people might ask, "Where have they
truthfully reflected their social p h e n o m e n a and expressed their o w n art's
contemporary character and spirit?" It is because a great m a n y artists have just
blindly followed the American, European, or the fashions of so-called
'International' art concepts all the way. W e k n o w that no matter which of the
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western modernist art theories or art styles was produced it was inspired by
changes in its o w n special social backgrounds. This is the natural progress and
behaviour of reflecting the social development of a culture. However, Taiwan's
social change did not have the same process as America's or Europe's after World
W a r n. The development of Taiwan's political geography, of course, has been
different from that time, but, unfortunately, a large number of Taiwanese
contemporary artists have been transplanting America's and Europe's main art
trends, making them become Taiwan's mainstream, and ignoring or neglecting to
develop and build their o w n process and national identity. This concept and
method has led Taiwan's contemporary art into a situation which seemed to be
flourishing but in fact, was bloodless and represented a loss of identity. That is
also w h y a large number of today's Taiwanese contemporary art works look just
like a copy of America's or Europe's art or the so-called 'International' art without
much of Taiwan's o w n precious national character and identity.
Therefore, very clearly, Taiwan's contemporary art should develop from the angle
of their o w n special culture, surroundings and background into the international
aspects instead of only simple learning or copying from the West or some notion of
International style. It can not be just simply to transplant or copy another
mainstream art style or form to tell Taiwan's stories or phenomena with a
superficial mentality and method. A n artist has the possibility to develop an
individual art style (form) which not only harmonises with his or her Taiwanese
national character but also interacts on the international movement. The whole of
the artist's work is the interaction between him and contemporary society.
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(ii) T h e form of an artwork
However, besides the 'internal story' (content) of the art having to be related to its
society, there is the question of how the 'external form' of the art can really display
the function of the 'content'. This is a more complicated issue as well as a more
abstract concept. John Alsberg gave the 'form' a few definitions. A m o n g these
were, "form must be willed ... form is not something psychological ... "142
Besides these, I would like to add one more definition which I consider an
important aspect of contemporary art 'form'. It is that the form of contemporary
artists' works must possess an individual artistic function. This function must be
able to express information, which has to simultaneously interact between the
artist's ideas and the current thoughts and movements of his or her contemporary
society. The 'form' is (should be) formed by the personal rationale, knowledge
and expression of the artists themselves towards art. In this post-moderntime,for
contemporary artists, I also believe that, "art does not start from abstract thought in
order to arrive at form."143 O f course, this 'form' neither can be just copied from
someone else's work nor just blindly follow the latest styles, if the work is to have
validity.
The phenomena of today's contemporary art development in Taiwan involves
many contemporary artists tending to utilise installation art, conceptual art or other
mainstream art forms to deal with their o w n art in order to express their ideas.
There is at the same time a large number of art critics upholding Western
psychology as a means with which to treat their own Taiwanese contemporary art.
This is another problem which has been ignored. So, I would also like to make an
attempt to emphasise m y personal 'concept of art value', the interaction between art
and sociology, to challenge part of the conservative artists' and art critics'
criticisms. These criticisms focus on a western psychological approach to discuss
the aesthetic value of Taiwanese contemporary art works. It is interesting to note
Wittgenstein's comments:

142

John Alsberg, "Modern Art and Its Enigma", George Weidenfeld & Nicolson, Great Britain,
1983, p. 19.
143
Conrad Fielder, "On Judging Works of Art", translated and introduced by Henry SchaeferSimmen, Berkeley: University of California Press, U S A 1978, p. 49.

144

People still have the idea that psychology is one day going to explain all
our artistic judgment, and they m e a n experimental psychology. This is
very funny - very funny indeed. There doesn't seem any connection
between what psychologists do and any judgment about a work of
art.144
In short, the idea that I propose and emphasise above is that not only should the
'internal contents' of a contemporary art work reflect and become the interaction
with its contemporary society (national and international) but also that the
contemporary art work's 'external form' has to possess the artist's unique
individual art ideas as well. The relationships between art's 'internal content' and
its social surroundings, art's 'external form' and its current thought and even the
'internal content' and the 'external form' should all always be in a qualitative
interactive condition.
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(iii) ART

One by One

analysis

The works in this exhibition are all in the form of the diptych, an old European
traditional form, but one that best suited the ideas I wanted to convey. O n one side
the work draws on images and form from traditional Chinese paintings and
drawings; on the other are images using modernist forms, introduced and
developed in Taiwan this century.
The metaphorical meaning of the traditional old Chinese painting, on one side of
m y painting, is hinting at the unique identity of one national culture. In addition, it
is refuting the situation, where traditional Chinese paintings in today's Taiwan art
development are looked d o w n on. In today's art market, the high price of
traditional Chinese paintings is based on the fact that they, just like antiques, only
possess an historical but not an art value. This phenomenon, that only the socalled 'western art' can have the important status of having genuine art value, m a y
be very hard for people outside of Taiwan to understand. Even within Taiwan's
art society, not too m a n y people want to k n o w or would like to face this with an
open mind. Therefore, in m y work, I emphasise that all different cultures and art
must possess their o w n individual significance and unique value and this can be
achieved only if they treat their o w n culture and society honestly. Metaphorically
speaking, it is just like the situation of the people in Taiwan. Although they have
such a sad cultural growth and social developmental history as their background, it
is mixed with today'sricheconomics. O n the other hand, they will come to k n o w
their real original identity in some way, if they could express their ideas honestly.
W h y do contemporary Taiwanese artists still have to pursue and follow the socalled 'train of the world tendency', and lose themselves in the non-ending fashion
world?
The non-traditional Chinese painting, on the other side of my painting, hints at
positive ideology of the 'advanced western style', which exists in Taiwan society
at the present. The style and form I painted on this 'non-traditional' side, the socalled 'western painting' in Taiwan (of course, such a definition is too narrow) is
that which I had previously learned from Taiwan's 'western' art education.
Nevertheless, in m y painting, they represent the positive significance of the
'advanced', of 'progress', of modernisation and the valuable international qualities
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according to the judgment of today's Taiwanese 'concept of art value'. It is true
that since the Western Industrial Revolution happened, it did affect and contribute
very m u c h to the Oriental world in thefieldof social and scientific modernisation.
For example, modernism and post-modernism have helped to lead Eastern societies
into a n e w condition of combining nature and science together to deal with their
n e w life philosophy, instead of being still weighed d o w n by their traditional
superstitions. It would be unwise if people in Taiwan were still only proud of and
exclusively appreciated their art within the so-called 'beauty of the old oriental'
without noticing and considering the whole world m o v e m e n t , or international
interaction today.
In this complex time of cross-cultural influences, it is a natural phenomenon that
there are m a n y different forms, colours and voices existing simultaneously, even if
at s o m e times it seems not to be very harmonious. A s to m y ART

One by One

works, the same question as to whether they harmonise or not can be asked, as one
side of the painting is in a form of traditional Chinese painting style and the other
side is a twentieth century form. T h e question is whether they can simultaneously
exist together peacefully or not? T h e traditional Chinese painting is an independent
picture. T h e non-traditional Chinese painting is an independent picture too. Does
this m e a n they must be inconsistent and conflict with each other w h e n both of them
are combined? Is it possible that there are only two w a y s to go towards the art or
cultural evolution? T h efirstof these is the blending of Western thought into the
tradition of Chinese painting, such as achieved by the M a y Painting Group and the
East Painting Group. T h e other, amalgamating the Oriental art spirit into Western
modernism, such as in the work of Pierre Soulages and Franz Kline.145 Is it
possible that Taiwanese (Chinese) culture has no w a y of existing properly and
peacefully alongside Western culture? Is it possible that the traditional and nontraditional have no w a y of progressing and nourishing each other while both of
their art is still in the evolutionary process? I believe everything is possible in this
period and therefore, I believe that by re-painting and altering s o m e of the famous
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old traditional Chinese paintings to combine with the non-traditional style of
painting, I have been able to m a k e independent harmonious works with a n e w
Post-modern significance. The conflict and inconsistency which strikes the
viewers, whenfirstapproaching the work, I hope will cause deeper reflection, so
that they look beyond the superficial and consider the deep roots of the ideas. I
also believe that the audiences might realise and understand the philosophy of the
sharing spirit between the 'same' and the 'different' in this natural multi-universe.
I hope that the form of ART One by One might remind today's Taiwanese, who
still blindly pursue and follow the American or European so-called 'civilisation',
that they should stop their over-worship and pause to look and think back to their
o w n cultural constitution and surroundings. Conversely, those w h o are oversubjectively emphasising 'nativism', denying any reasonable learning from
international influences in order to protect their personal selfish benefits, should reevaluate themselves with an open mind.
Based on such an understanding of art, in short, my ART One by One is doing
two main things. O n e is that it upholds m y personal belief that art should be
concerned with its materiality and its concepts - social relevance. The other one is
that it shows that within post-modernism there is the opportunity to value all styles
and to even adapt and learn from styles old and new. The way I have applied such
a concept to ART One by One was by using the images and styles from both
Chinese painting - traditional and provincial, and modernism - non-traditional and
international to recreate a dislocated imagery belonging to contemporary
international post-modernism. I used these tofindrelevance to Taiwan society, to
reflect on various issues in society and to m a k e people reflect on their traditions
and where they stand in today's world. O f course, ART One by One does not
answer all the issues with which it is concerned or which it raises, instead, it
merely asks some questions and hints at some possible answers.
ART One by One indicates that our present society should re-recognise its own
culture and characteristics and the influences of the International movement. W e
should respect the value of different styles of art. Art which shows different styles
and expresses different ideas should be equally regarded due to its true value in the
art world. Such value is the most precious in this multi-cultural world.

148

M y art works express in a simple way, things about contemporary Taiwanese
social culture that can be appreciated on a number of levels. Every painting tells of
a very important issue, with which I a m very concerned. Hopefully I can make
other people take a fresh look at m y society. People in Formosa will readily
identify with, and easily recognise the messages I a m expressing.
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(iv) ART

One by One — T h e

paintings

Firstly, I would like to emphasise that there is a very important common element i
each painting of this series. It is the seal of 4-ky which is overlaid at the mid-line
between the traditional style picture and the non-traditional style picture. The
original meaning of the four Chinese characters ( J| Yuh, |j Lan, <£ Chih, f
Bao) on the left half of the seal means 'the treasure which can be only appreciated
and possessed by the emperor' (Yuh - the emperor, Lan - appreciating or reading,
Chih - being only owned or of his, Bao - treasure). In China, from earliest times
up to the end of the Ching Dynasty in 1911, every emperor had a c o m m o n habit of
attaching their special personal imperial seal to all they owned during their imperial
reign. The paintings which they owned were sealed in this way in order to signify
just h o w precious and great they were. Such is the seal I have altered and painted
in this series of paintings. It is the seal of the Emperor Kao Tsung (1736-1796) of
the Ching Dynasty (the original seal is 1|I|| ). The only alteration I made to the
seal was to change thetitleof the Emperor Chien Lung reign - ( ?| into ( -Q .
Therefore, the seal of p p y attached to m y paintings hints at a further and deeper
significance. In short, the meaning of f n is that any specific style or concept of
art should not be over-emphasised today and a range of other styles or concepts of
art should be accepted and recognised. Moreover, the meaning of tag J predicts
h o w any style or concept of art, which is not recognised and appreciated yet, can
become just like the most valuable works of art, which could only be owned,
appreciated and have the seal attached to them by the Chinese Emperor in past
times.
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ART One by One

Catching the Horses

? [pi. 53]

Looking from an economic angle, today's Taiwan society is a prosperous and rich
one. In terms of the progress and achievements in m a n yfields,Taiwan can be
considered as a country with a strong international influence. It should be
recognised that Taiwan has indeed achieved much up to the presenttime,when you
consider the great oppression she has suffered and under which she has developed
during her history. A s I mentioned at the beginning of this writing, no one could
or should make a hasty judgement about anything existing in today's Taiwanese
society, before they take the time to review and understand the background of her
long helpless history. Nevertheless, as a Taiwanese artist I desire to be concerned
about m y homeland, Formosa, through m y paintings, because I have always upheld the kind of m o o d expressed in the adage, 'deep cherishing so, deep blaming'.
It is a mistake to only praise ourselves, as most of the Taiwanese do, because w e
always make ourselves intoxicated with the satisfaction of superficial achievement
resulting in the loss of our abilities to live in today's international 'earth village'.
Therefore, I would like to point out some of today's social phenomena in Taiwan
at which I believe today's Taiwanese have to honestly look and to which they
should pay m u c h attention. Hopefully, through m y paintings, I can further make
some other people on the island take a serious look at their o w n society and realise
their o w n duty to the ' C o m m o n Taiwanese Life-Body' where they live and upon
which they rely.
In the field of economic achievement, Taiwan, Korea, Hong-Kong and Singapore
are recognised as the 'Four Little Asian Dragons'. Taiwan is thefifthstrongest
economic power trading with America now. 146 Today's Taiwanese economical
achievement is a fact that no one could doubt or argue with. However, as a
Taiwanese artist the thing which I a m more concerned with is this, under such rich
(economic) surroundings, what is the actual goal in life that the Taiwanese are
seeking and what is the actual purpose in what they are pursuing?
I believe it is very common human mentality and behaviour that most of the people
in the world would like to pursue or are just pursuing fortune, no matter whether it
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is with a positive or negative attitude. It is a natural world phenomenon. It is not
necessary for any one to reject it. However, in Taiwan, a great many people seem
over-concerned about 'attaining riches' as the only purpose of their lives and
consider that 'fortune' is the one and only goal of their lives today. They
subconsciously seem to put an equal value on the significance of life and the value
of money. They compete with each other in pursuing fortune and showing it off.
In addition, under today's Taiwanese m a m m o n i s m , most of the people work hard
just to satisfy their craving for material things. They almost ignore and neglect the
importance of a spiritual life. Therefore, under this kind of pervasive perception of
life in Taiwan, behaviour such as driving high-class cars to show off 'wealth'
becomes one of the most c o m m o n fashionable social practices for them. It is easy
to see this phenomenon with a lot of high-class cars, such as, Mercedes Benz and
B M W , running everywhere in Taiwan, but a great many of the car's owners are
living in a situation of a very poor spiritual life.
To show just how serious this competition has become, to display wealth through
ownership of expensive cars, somefiguresfrom a recent report reveal:
The population of Taiwan is about twenty-one million. There is an
average of four thousand one hundred and thirty cars being sold per
month priced at more thanfiftythousand Australian dollars each. In
terms of Mercedes Benz, there were four thousand two hundred and
twenty-two cars sold just in the period of January to March, 1994. The
percentage increase in sales of luxury vehicles (more than fifty
thousand Australian dollars each) from 1993 to 1994 in Taiwan is still
4 6 % even in the time of world economic depression existing today.147
From the above report, it is easy to understand the seriousness of today's
Taiwanese mentality of competing to show off personal fortune through such
status symbols as expensive cars.

In Catching the Horses, there are two main important elements in the left hand si
of the painting. O n e is the mountain that extends across the centre of the picture.
It is symbolic of the island of Taiwan. The other is the figure running somewhere
forward in front of that mountain. This figure symbolises the majority of
Taiwanese. The left hand seems to pretend to say 'No,' but his right hand is
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simultaneously urgently pointing to somewhere in a hurry and desiring to catch
something. This 'something' is the Mercedes Benz Horses which are running on
therighthand side of the picture. In times past, Chinese considered the horse as
the same status symbol as today's car. Today, the car in the m o d e m Taiwanese
mind is the Mercedes Benz horse.
The significance of the Mercedes Benz badge in Taiwanese minds means 'highclass' car and 'fortune'. Through this, m y humorous suggestion, these two
Mercedes Benz horses running under m y brush are trying to remind people that w e
should re-define the significance of our o w n life and values and not let ourselves
be lost again in such a fortune-pursuing competition, which is without culture or
art. D o not just become a 'rich in fortune but poor in spirit' person just being like
theriderw h o rides on one of the Mercedes Benz horses while still trying to catch
another Mercedes Benz horse.

The original traditional Chinese painting on the right-hand side of this painti
named, Testing the Horse on the Field by Chen, Chu-Chung in the Song Dynasty
[960-1279 A.D.], 30.5 c m x 31.2 cm, Chinese ink and colours on silk, in the
collection of the Taipei Palace Museum.
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Art, Wealth and Fame [pi. 54]
Perhaps, most of the issues confronting Taiwan's society today are similar to those
in other countries, but some of them seem to be more accentuated and serious in
Taiwan than in other places. The issue that this painting, Art, Wealth and Fame,
concerns itself with, is the one issue which people in Formosa always avoid,
preferring not to touch or discuss it publicly.
It is as a matter of course that artists pursue Art, and human beings strive for
Fortune. This is a natural thing. Therefore, besides striving for Art and Fortune,
it is quite a natural thing for artists to pursue F a m e also. However, such a simple
and natural thing in Taiwan has resulted in an affected manner of behaviour. A s
long as people apply this strange mentality, it affects the whole social ideology,
and it has brought about a negative effect. A s an artist, I have to face all of the
facts and the reality of m y life. Frankly, I of course, also strive for Art, Fortune
and F a m e as other normal h u m a n beings do. I believe that Art is the spiritual life
of an artist, Wealth is the material life for the continuing existence of an artist and
F a m e can be the catalyst to the artist's life, which always encourages an artist to
develop his o w n life into more vitality.
However, unfortunately, the majority of Taiwanese are able to march fearlessly on
striving for fortune but in general it is considered that artists should or must stay
away from the fortune aspect There is a strong belief that artists must always stay
with and be conjoined with the 'poor', otherwise, they will not be able to create
good art works. A s a result of such a social construction, a great m a n y artists in
Taiwan avoid touching on the subject of Fortune on purpose, and sometimes even
have to hide their fortune and pretend they are very poor in order to 'show' that
they are genuinely good artists with high art achievements. Perhaps, this inverted
behaviour is expected in other cultures also. Nevertheless, it is true that m a n y
artists in Taiwan attempt to earn their reputation by showing off h o w poor they are,
and it often works quite successfully.
On the other hand, those same artists are desiring to pursue fortune in the depth
their mind. Such a suppressed mentality makes their original unembellished minds
suffer from inconsistent and conflicting social and moral standards, which c o m e
from themselves and society. Thus, the righteousness and dignity for the artists
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themselves toward art is becoming more distorted day by day. The strange
extension of this is that the artists realise the real story inside the 'show' that they
perform for each other, yet, they are happy to enjoy performing and appreciating
each other.
Moreover, on the way to pursuing fame, many artists would much prefer to apply
their 'culture of powerful personal relationships and connections' in today's
Taiwan art society. In such a situation, m a n y artists, w h o are really dealing with
art without such 'performances' become the real poor, sacrificing fame for
honesty.
In conclusion, it is very upsetting that such an unhealthy art mentality and
behaviour still exist in today's Taiwan art society. Art, Wealth and Fame is
concerned with this issue and hopefully it m a y awaken people in this utilitarian
society to the fact that they have to face this reality more honestly and more
bravely. The fact that artists strive for Art, Wealth and F a m e is not a thing to be
guilty about. W e do not need to avoid it and pretend on purpose. I believe that it
is not only a responsibility, but also a moral imperative for contemporary artists to
reflect their society and their o w n thoughts honestly. It might just be the most
precious spirit that artists possess and can convey to others.
One of the most important elements in the left-hand side of this painting is the
h u m a n figure. This distorted shape is similar to the outline of Taiwan and
symbolises the people of that island. There are many mountains in the centre of the
island, and of course, it represents the Central Mountain of Taiwan—the main
resource for life on the island. Yet, there is an archery target of artists' dreams
hung on the Central Mountain showing three targets, Art, Wealth and Fame. This
target is opposite and facing the distant hunter, w h o isridingthe Mercedes Benz
Horse on therighthand side of this painting. Actually, this hunter in the original
painting was hunting a deer. I have transferred the goal of the hunt into another
significance, suggesting that the artists in Taiwan are shooting their arrows at Art,
Wealth and F a m e with all three arrows at the same time today. The Mercedes Benz
Horse represents the hunterridingand is the symbol of wealth that the majority of
Taiwanese believe in. A further meaning is that artists are also normal h u m a n
beings and it is natural that they too strive for fortune. It is not necessary, nor
should it be, to purposely stay away from fortune, which is part of our reality. It
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is not even necessary for us to pretend to be poor in order to show h o w virtuous
and good an artist w e are. Thus, I question this widespread phenomenon, which
has become one of the main tendencies in Taiwan art society today. I question the
philosophy of life of some of the Taiwanese artists because of m y contemporary
Buddhist viewpoint which is, 'the greater the pretence, the emptier one's life will
be.' Therefore, a question mark appears in this painting under the dark grey cloud
- the Taiwanese polluted sky. It seems to be asking all of us, 'What are w e
pursuing? Is it correct? Is it worth it?'

The original traditional Chinese painting on the right-hand side of this painti
named, Hunting the Deer on the Field by Chen, Chu-Chung in the Song Dynasty
[960-1279 A.D.], 36.8 c m x 54.9 cm, Chinese ink and colours on silk, in the
collection of the Taipei Palace Museum.
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Leading the Horse Away from the Mountain [pi. 55]
The theme I concerned myself with in this painting is the emigration mentality
behaviour of the Taiwanese.

Due to the insecure and unsettled political situation between Taiwan and Mainla
China since 1949, most Taiwanese have been very worried that Mainland China
might attack Taiwan at anytime,especially, after 1971, when Taiwan was expelled
from the United Nations, and some powerful countries in the world, such as
America, gradually closed their diplomatic political relations with Taiwan. This
caused the Taiwanese to become even more insecure. Therefore, m a n y highpositioned officers andrichpersons have migrated to various places overseas in the
past thirty years in whatever w a y they could. S o m e only sent their families
overseas and they remain in Taiwan in order to pursue more Power, F a m e or
Fortune. In terms of the past decade, m a n y people w h o possess the 'powerful
personal relationships and connections' migrated overseas by using their personal
wealth from Taiwan's resources, regardless of whether they hurt the ' C o m m o n
Taiwanese Life-body'. During their process of making money with an extremely
selfish, sometimes even illegal attitude and behaviour, they ignored others' rights
to pursue happiness. Needless to say they still keep in their mind the fact that they
should have a responsibility for their homeland, Taiwan. Today, some of those
people with such a mentality have allowed their money-making machines pollute
Formosa more and more, damaging nature and the ideology of the people,
resulting in the island becoming more socially unstable.

The outline of the Mountain of Taiwan is the main body in the right hand side of
this painting. It is the symbol of the ' C o m m o n Taiwanese Life-body'. This
Mountain has started turning dark-green and even black from her original brightgreen colour under the pollution, which has come from some people's extremely
selfish and immoral mentality. This increased darkening occurred because, as has
happened continually, extremely selfish, high-positioned officers or the wealthy,
w h o appear in the left hand side of this painting, had never treasured or loved
Taiwan as they should. This is evidenced by the m a n leading his Mercedes Benz
horse (wealth) away from the mountain. It is a very sad phenomenon in Taiwan
today. I, as a Taiwanese artist, look at this issue from a distance as I stay
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temporarily in Australia, and point this out from the comer of theright-handside of
this painting, where Australia is—far away to the south of Taiwan.

Moreover, I have included a vernacular on the story of Formosa on the left han
side of this painting, which reminds us that when w e drink water Oiave akeady
earned money from Taiwan), w e should think of its source (the C o m m o n
Taiwanese Life-body). — a n d be grateful for favours received, not forgetting our
origin. W e should not destroy the bridge (the C o m m o n Taiwanese Life-body)
after w e have crossed theriver(have already earned money from Taiwan) nor
should w e be ungrateful. W e should not discard a person after w e think they have
outlasted their usefulness.

The original traditional Chinese painting on the left-hand side of this paint
named, A Fine Horse with White Coloured Nose by Chao, Meng-Fuu [12541322] in the Yuan Dynasty [1277-1367 A.D.], 26.2 c m x 41.8 cm, Chinese ink
and colours on paper, in the collection of the Taipei Palace Museum.
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Art and Visa [pi. 56]
The story in this painting is basically extended from Art, Wealth and Fame, but it
magnifies an idea which is this; an artist does not only create great works if he is
poor, nor is an artist condemned to be always poor.
In Taiwan, people consider being an artist as a occupation, where one is unable
earn money, but rather where money is wasted on art production. In most cases,
children were not allowed to study art in the normal family. For example, when I
m a d e the choice to become an artist aboutfifteenyears ago, m y parents doubted
h o w I would survive in the future. O f course, today, people do not look down on
the occupation of being an artist as much as before, because many artists are not as
poor as before. It is easy to understand w h y people in Taiwan felt like this,
because, as I have discussed in a previous chapter, most Taiwanese were
constantly struggling in times past to flee from everyday hunger and poverty.
Within the depth of people's consciousness, there are still a great many Taiwanese
suffering at present from the memories of such an experience. Therefore, h o w can
w e blame their 'mentality offleeingfrom poverty' today?

In this painting I am making an attempt to remind artists in particular, that th
nothing wrong with striving for riches. A n artist is also allowed to berich,and
should be if he or she is not already so. However, this is not the important point,
the most important one is this, that as long as an artist deals with their o w n art
creation with an open and honest mind, their life is going to be full of dignity and
therefore can never be poor. The art in our life will just be like a never-expiringcredit card (VISA Card) which supports and enriches our soul for ever. A s I
believe, the artist is like the Arhat (Buddhist monk), the symbol of dignity and
righteousness, w h o appears in the left hand side of this painting, and w h o holds
the never-expiring V I S A card, freely dealing with art all over the world. A n artist
should not again become like one, as I, myself did for a while, w h o is the black
figure struggling in therighthand side of this painting. Hence, as a Taiwanese
artist, I realise Taiwan is m y homeland. I love her so much. Thus, I tell myself
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today, 'Find an auspicious time, go north and seek the art of Formosa.' 148
(Taiwan being north of Australia.)
Also, as I remind myself all the time, 'Art is always in your blood, that is enough!'
The original traditional Chinese painting on the left-hand side of this painting is
n a m e d , Arhat

by Chao, Hsiu-Lu in the M i n g Dynasty, 82.3 c m x 24.2 cm,

Chinese ink and colours on paper, in the collection of the Taipei Palace M u s e u m .

148

It is still a custom for a great many Taiwanese who have been so taught that when they are
going to do something very important, tofindan auspicious day (time) to start it. It is part of
the philosophy in the Book of Changes.
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Give Way to Art [pi. 57]
Art is lofty—the dignity of art is not allowed to scorn or oppress. Unfortunately,
artists were unable to expound their ideas in Taiwan through their art works freely
before 1987. A n y art specifically related to political issues was always controlled
and limited, to the point of even being persecuted by political power. For example,
a well-known story widespread throughout Taiwan art society before 1987, was
about a sculpture on display in the forecourt of the Taipei Fine Art Museum. A
few weeks after installing the work, the artist was asked by the M u s e u m to change
the colour of the sculpture because it was red and shaped like a star, the symbol of
the Chinese Communist Party flag. O f course, the artist changed the colour in
order to keep the exhibition going. Today, however, artists in Taiwan are freer
than they used to be. Nevertheless, there is still some oppression applied to art,
which is brought about when someone is manipulating power for their o w n very
selfish personal sakes. This issue is the main theme about which this painting is
concerned.
The long-black-shadow stands on the left hand side of this painting hinting at
Chiang, Kai-Shek, the previous, powerful, political m a n in Taiwan. The other
weak shadow, existing under Chiang, symbolises not only myself, but also alludes
to other Taiwanese contemporary artists. W e struggle in a space, which looks
circular but is also a square, which means the space is open but is somehow still
being limited. Hence, this is what our future could be. Would the fate of
Taiwanese artists be like a weak hand, which hangs limply and uselessly? Would
the hand be like one, which is stretching out to the ocean and waiting for rescue? I
a m a half-fatalist—I believe the past is fate but the future is held in m y o w n hand.
Therefore, the hand, from the depth of m y mind, points to m y other hand in this
painting reminding m e to insist on the principle of m y o w n art. Moreover, on the
right-hand side of this painting one of the two Arhats, w h o are the symbols of
dignity, holds a give-way-sign instead of a Buddha-Stick. This is a sign for those
w h o look d o w n on, scorn and oppress art, that it is fine if they do not like or
cannot understand art, however, the only thing they need to do is just Give Way to
Art instead of continuing to interfere with art.

The original traditional Chinese painting on the right-hand side of this paintin
named, Two Arhats by Kou, Lung-Shuang in the Song Dynasty, 51.5 c m x 41.4
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cm, Chinese ink and colours on paper, in the collection of the Taipei Palace
Museum.
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What,

Art,

? [pi. 58]

Basically, this painting is concerned with the issue of art itself in Taiwan—whether
art can exist independently in today's society. Is art only for art's sake? Must art
be just for art's sake?
In Taiwan, in the past few years, especially since 1987, there have been many
works, which have been constantly criticised and denounced due to the simple fact
that the content of the work was considered to be destructive to morality or
insulting to the religion of some groups of people. In fact, this issue, especially
the argument which exists about the relationship between art and sex, or art and
pornography, is a very difficult one to receive a clear answer to in Taiwan. It is
also a serious and delicate issue in other societies today.

The traditional Chinese woman on the left-hand side of this painting is reveal
her breasts through her half-transparent clothes and holds a fan, which has four
Chinese characters on it. The woman's breasts are considered important in
western human body art concepts. The four Chinese characters, quoted from
Confucius, say, 'If you are modest, do not look.' Therefore, this moderntraditional w o m a n is asking us, 'What in actual fact is art? What in actual fact is
not art? Is art considered art only from the viewpoint of art? Is art not art, when
not looked at from the angle of art? Which isrightand which is wrong? Is it
necessary that people have to look at art with a proper attitude so they can
appreciate art?'
The work brings into focus the right of the artist to create works, without
interference. Even though difficult or unpopular subjects are being treated they do
not lessen the value of the art. O n therightthe people, including myself, run in
confusion as w e try to resolve the differences between our traditional and
contemporary social concepts.

The original traditional Chinese painting on the left-hand side of this painti
named, Lady by Chen, Hung-Shou in the Ming Dynasty, 24.3 c m x 31.2 cm,
Chinese ink and colours on paper, in the collection of the Taipei Palace Museum.
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Kan-Pei in Taipei [pi. 59]
Most Chinese are very hospitable, especially the Taiwanese. It is part of the
national mentality. People in Taiwan like to entertain guests at a banquet, and
normally, drinking is an important part of the banquet. Therefore, the content of
the drinkingritualhas certainly become a very important part of communication
between people.

In Taiwan's society, the most common 'culture of drinking' is kan-pei (toast - t
drinking of health or showing appreciation). Today, this act signifies sincerity,
generosity, open-mindedness and respect For example, when staff or the younger
generation have a banquet with their director, boss or a person of the older
generation, they will normally be asked to kan-pei (drink m u c h more than the
director, boss or the older generation themselves do). The staff or the younger
generation normally would be reluctant to refuse, as it is a w a y of showing their
sincerity, generosity, open-mindedness and respect. Positively speaking, this
'culture of drinking' displays that Taiwanese consider their moral principles
important, together with their personality of hospitality, generosity and openmindedness. However, on the other hand, this 'culture of drinking' is
accompanied by other negative reactions today. For instance, very often many
people in Taipei m a y have a banquet for five or six people from evening to
midnight, and sometimes they consume too m u c h alcohol, e.g. a couple of bottles
of French whisky or brandy. Such behaviour, competing to see w h o can drink the
most instead of really appreciating a drink, has become a problem. Moreover, a
great m a n y Taiwanese enjoy themselves by showing off h o w rich they are by
buying m a n y bottles of French whisky or brandy for their friends to consume in
one banquet.
This painting is basically concerned with such a phenomenon in Taipei today and
asks broader questions about changes in societal values. The w o m a n on the righthand side of this painting was originally serving the gentle and graceful Emperor
Ming-Huang. Nevertheless, today, she is serving the masses w h o are competing
in kan-pei on the left-hand side of this painting. She (I, myself) is questioning,
'What is the culture of kan-pei becoming today? Is it a communication of personal
relationships? Is it the display of particular Taiwanese moral principles? Is it
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wasteful behaviour out of vanity? W h o is the person blindly over-indulging in the
bemused night without consciousness?'

The original traditional Chinese painting on the right-hand side of this paint
named, Emperor Ming-Huang Playing A Flute by Chang, Hsuan in the Tang
Dynasty, 29.5 c m x 50 cm, Chinese ink and colours on silk, in the collection of the
Taipei Palace Museum.
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Fishing, Not Me [pi. 60]
A Chinese idiom is, 'Gu Min Diaw Yu', which means to do something, not for the
sake of achievement, but tofishor seek for a good reputation or fame (Gu - to
buy, M i n - the fame, Diaw - to tempt, Y u - the publicity). In Taiwanese utilitarian
society, this idiom is becoming a fact. Moreover, today, this situation is getting
more and more serious, especially among some officers and scholars. Fishing,
Not Me is basically concerned with such a phenomenon.

The man on the left-hand side of this painting I have named, 'Gu Min.' He is t
symbol of those w h o share the same mentality and behaviour. H e is hiding a
fishing rod behind himself and quietlyfishingthefish,swimming on the right
hand side of this painting (the pronunciation, Diaw Y u , of 'seeking publicity' is
very close to 'fishing thefish'in Chinese). Nevertheless, he is swinging his hand
and saying, 'Not me!' and pretending he is very upright and honest. Today, in
Taiwan, there are too many people following the code of behaviour of 'Gu Min
Diaw Yu', but they always keep saying, 'That is not m e ! That is someone else!
What a strange mentality and behaviour it is!'
However, frankly speaking, most of us, at some time or another do this
subconsciously and without knowing it. It is true, I believe, that such a mentality
and behaviour is a natural human weakness. Yet, as an artist, I a m asking that w e
should be aware of this weak point and face ourselves more honestly. Is it
possible for all of us to do so? Is it possible for m e , myself, to do so? In today's
greedy society, it seems to be very hard for everyone, including myself, to answer
such 'easy' questions honestly.

The original traditional Chinese painting on the right-hand side of this pain
named, Fish by Chu, Ta [1626-1705] in the Qing Dynasty, 23.9 c m x 39 cm,
Chinese ink on paper, in the collection of the Taipei Palace Museum.
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We All Dream of being an Emperor [pi. 61]
This painting developed around ideas of political corruption and practices of
concealing real motives behind the public image. O n e of the most sensitive
political issues in Taiwan today, among those often debated, is whether Taiwan
should become an independent country, or whether Taiwan needs to unify with
Mainland China. Is it m u c h better to keep the semi-hostile relationship as is the
present situation? People in different groups, of course, advocate and insist on
different opinions. However, m a n y of the influential people do not declare their
viewpoints truthfully, which affects the whole Taiwanese future. Most of them,
especially some people in high positions of the political, business and even cultural
worlds, uphold their selfish political opinions in order to build up their o w n
personal benefits and positions. They do not really consider the future of the
' C o m m o n Taiwanese Life-body' but only intend to build their o w n kingdoms
during today's unresolved and disturbed era. This mentality is similar to that of the
people, w h o in m a n y dynasties in the history of China fought each other to become
the emperor, and often even led their regions into rebellion, only to be conquered.
Perhaps, those outside Taiwan would consider such a description as stirring up
others with sensational statements, however, I believe everyone w h o is really
concerned over Taiwan's fate would more or less agree with m y feelings of
anxiety.

The emperor sitting on the left-hand side of this painting represents one who n
concerns himself over his people's fate. H e has forgotten the words he gave to his
people w h e n he was fighting to become an emperor. Moreover, he derides the
people w h o have a sense of justice, shown in the struggle on theright-handside of
this painting and w h o really desire to do something for the fate of the Taiwanese
future.

Most leaders set out with high ideals and a strong sense of wanting to lead thei
people well. It is often as power develops that corruption sets in and the early
ideals are lost. The painting suggests that people might have to examine their o w n
personal motives. The people w h o are complaining and struggling, on the righthand side of the work, have the same potential for corruption, given enough
power. The painting suggests w e might ask ourselves, 'Do I also dream of being
an emperor?'
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The original traditional Chinese painting on the left-hand side of this painting is
named, Emperor Ming-Huang Playing Chess by Chou, W e n - C h u in the Five
Dynasties [907-960], 32.8 c m x 134.4 cm, Chinese ink and colours on silk, in the
collection of the Taipei Palace Museum.
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Free as the Birds [pi. 62]
Basically, this painting describes the m o o d of the Taiwanese younger generation a m o o d of freedom.
As people in Taiwan acknowledge, there are too many of them carrying the old
traditional thoughts around and consequently they suffer from the bondage of
tradition in today's modernised society. O n the other hand, there is also a large
number of people suffering from the pressure, which comes from western
thoughts and life styles, which have been introduced or transplanted into Taiwan
during the past decades. These people are struggling between these two positions,
traditional and non-traditional, and attempting to win a victory from the pressures
and conflicts, which are brought about by the two positions. Yet, I, myself, a m
just like the majority of the Taiwanese younger generation born after World W a r n,
but still deeply influenced by old traditional Chinese thought. Therefore, I a m
naturally wedged between those two positions and have no chance to say, 'No!'
However, frankly speaking, I would never desire to and, actually, a m unable to
free myself and it seems it is not even necessary to do so. I only keep telling
myself that the only thing I need to and can do is to win a victory for myself. It
seems to be enough!

I, myself, am just like the bird who sits on the left hand side of this painting
wings desire to carry m y body freely,flyingin the sky, nevertheless, the pure 'me'
is held in bondage by another complicated 'me', w h o is also constantly struggling
on therighthand side of this painting.
Why do I hold myself in bondage? Why do I desire to become a bird? Is the bird
really free? Are they really happy? I believe that there are a great many Taiwanese
of the younger generation asking similar questions of themselves today.

The original traditional Chinese painting on the left-hand side of this painting
named, Bird by Sun, Lung [fl. 1426-1435] in the Ming Dynasty, 23.5 c m x 22
c m , Chinese ink and colours on silk, in the collection of the Taipei Palace
Museum.
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Returning Your Soul Back to Yourself [pi. 63]
I believe that most human sufferings are basically caused by interior desires,
especially w h e n those desires are too difficult or too m a n y to be achieved.
Moreover, unfortunately, such sufferings have always unconsciously transferred
into other styles of mentalities and behaviours.

Most people in today's materialistic society have already lost themselves in the
torrent of pursuing their desires. A s a result of such a situation, one of the fruits of
unsatisfied desires, jealousy, is becoming a main factor distorting the social order.
Thus, relationships between people often become cold and unfriendly simply
because of strong jealousy. Such a phenomenon is very serious in Taiwan today.
For example, one of the most prevalent signs is that almost all n e w car bodies have
been purposely scraped by someone. In fact, it is very obvious that people doing
that are only venting their jealousy. Such a phenomenon indicates that a large
number of Taiwanese souls seem to be already 'out of control.'.
Thus, I am attempting to remind all of us through this painting, 'Why don't we
return our o w n original pureness of soul back to ourselves? W h y do w e keep
letting our soul be polluted by our o w n excessive inappropriate desires?' The
Buddhist monk, on the left hand side of this painting, is sitting under a peepul tree
and looking at us, the people of the world, on therighthand side of painting, with
his transcendent vision. H e seems to be thinking, 'Why are the people of the
world still struggling and losing themselves in the territory of pursuing worldly
desires without knowing it? W h a t is the definition of life people m a k e for
themselves?'

For me, there is truth in the saying, 'What you think is what you are. Out of th
heart c o m e the issues of life.' Thus, I a m asking myself, 'When can the world of
m y interior mind become a peaceful, green and natural place again as the one on the
right-hand side of this painting? Would other people in m y country also like to
think about asking the same question of themselves?'

The original traditional Chinese painting on the left-hand side of this painting
named, Arhat by Ting, Yun-Peng [1547 or 1548-after 1628] in the Ming Dynasty,
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16.1 c m x 50.1 cm, Chinese ink on paper, in the collection of the Taipei Palace
Museum.
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Good Feng-Shui [pi. 64]
The significance of 'good feng-shui' in today's Taiwanese traditional life concept,
as I have mentioned previously, means an auspicious place (feng - wind or air,
shui - water, both meaning the basically natural elements on which people depend
to maintain their life). Most Taiwanese strongly believe that their careers and
family will be very successful and they willfindhappiness, if the place where the
graves of their ancestors are located is an auspicious one. The auspicious place in
the B o o k of Changes originally means that the place where one stays has a right
(good) aspect and is within good natural surroundings. Today, even in thistimeof
high technology, a large number of people in Taiwan still believe and are willing to
organise an auspicious house, office or even seat (the seat, especially, must have a
good aspect) where they live or work in order to achieve success in their careers
and lives.
However, as an artist from Taiwan, I believe more strongly that the place of 'good
feng-shui' is located in the mind of everyone's interior spirit. People in Taiwan
would never again need to bother or even destroy other's 'feng-shui' (benefit) in
order to selfishly build up their o w n personal 'good feng-shui' if they would or
couldfindit from their o w n interior mind. Hence it appears, our soul will go back
to a state of mind, or being, like the condition in this painting - a kind of condition
of inner peace advocated by Buddhism. The painting shows the hope that our
society - the island, is going to become Formosa (beautiful) again soon.
I am so concerned about and love my homeland, Taiwan. Moreover, through this
painting, hopefully I will be able to remind more people, no matter where they are
living, to be more concerned about and to protect the land in which they live and
upon which they depend. I further believe the whole island of Formosa, and even
Mainland China which is on the other side of the Taiwan Channel, can be places of
'good feng-shui' for all of us in the future, if only everyone would honestly be
concerned about and warmly love their o w n precious culture and homeland.

The original traditional Chinese painting on the right-hand side of this painting i
named, Landscape by Cha, Shih-Piao [1615-1698] in the Qing Dynasty, 17.4 c m
x 12.3 cm, Chinese ink on paper, in the collection of the Taipei Palace Museum.
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You and I Are All the Same Horse [pi. 65]
Finally, I would use this painting—You and I Are All the Same Horse as the
conclusion of this ART One by One

series of m y paintings. This painting is

basically concerned with the future relationships developing between Taiwan and
Mainland China. The significance of the Mercedes Benz horse, as I mentioned
previously, is the symbol of wealth. In this painting, the two Mercedes Benz
horses, are in a positive, significant position; the fact that they are docilely eating
the grass together on therighthand side of this painting suggests that the people
(government) on both sides of the Taiwan Channel should be healthy and wealthy,
sharing their precious heritage peacefully.

One of the issues which most concerns the government and the people in Taiwan at
the present is the development of the relationship between Taiwan and Mainland
China. A s I mentioned earlier, people in Taiwan uphold various opinions about
this serious issue. Most of the people, of course, are seeking the future of their
' C o m m o n Taiwanese Life-body' seriously. People in Mainland China, on the
contrary, seem to have fewer rights or chances to present their o w n personal
viewpoints about this issue. The Chinese Communist Party Government on the
Mainland strongly insists that Taiwan is part of the whole China; Taiwan is not
allowed to become a country independent from China for any reason.

Nevertheless, we ask a simple question, 'Why do these two governments still find
it hard to listen to their people and take seriously the consideration of having a
more open mind?' I would seriously question w h y the two governments on both
sides of the Taiwan Channel cannot give up their personal and subjective political
ideology and concentrate on improving their people's welfare by honestly working
cooperatively to build up each other's economics. W h y are the historical
differences of political ideology between the Chinese Nationalist Party and the
Communist Party of half a century ago still so strong and bothering both
governments and people on both sides so much? Is that worth it?
The situation of these two different groups of people and governments with
different ideologies existing on both sides of the Taiwan Channel is just like the
two different styles and concepts in m y ART One by One

paintings. They are all

Chinese; they are all art. If each of the paintings existed by themselves, they could
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both be a complete and independent painting. O n the other hand, when they
combine with each other and simultaneously exist in one picture, they show a
totally n e w aspect of art in this post-modern time. Similarly the people, both
groups are Chinese, living in either Taiwan or Mainland China but w e have
developed and possess different characters, thoughts and styles of living since
1949. W e not only can, but should be allowed to exist independently by each
other. This would give each country more freedom to re-construct themselves into
becoming a new China in a proper time and way. Yet, which way is more correct?
W h e n is therighttimefor the people on both sides to make their decision?
As one who is very concerned over the future of all Chinese, I, myself, am
standing on the left-hand side of this painting and thinking about this serious issue,
which relates to the welfare of both Taiwanese and the people in Mainland China.
M y heritage, in fact comes from Taiwan and Mainland China. The Mountains in
the left-hand side of this painting, have already gradually changed from green to
brown and even black. It is a time n o w for more people to realise just h o w
important it is to resolve the present semi-cold and semi-warm relationships
between Taiwan and Mainland China. Otherwise, it will be too late!

The original traditional Chinese painting on the right-hand side of this painti
named, Horse Album by Leng, Mei [fl. 1703-1718] in the Qing Dynasty, 29.4 c m
x 35.2 cm, Chinese ink and colours on paper, in the collection of the Taipei Palace
Museum.

The exhibition of the ART One by One series of paintings was in the Long Gallery
(nine paintings), University of Wollongong from 29th October to 14th November,
1993 and Fire Station Gallery (thirteen paintings), Sydney from 23rd June to 23rd
July, 1994, and also was introduced by Vox Populi, one of the programs of S B S
Television, Australia, 10th July, 1994.
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LIST OF PLATES
PI. 1 Chen, Yin-Wei, The Seventy-Two Martyrs - 6, 1992, oil on canvas, 22 x
27cm
PI. 2 Chen, Yin-Wei, Ambiguity Between man and W o m a n - 9, 1992, oil on
canvas, 24 x 33cm
PI. 3 Chen, Yin-Wei, The Culture of Powerful Personal Relationships and
Connections - 8,1993, oil on canvas, 22 x 40cm
PI. 4 Chen, Yin-Wei, Art One by One (Leading the Horse A w a y from the
Mountain), 1993, oil on canvas, 34 x 85cm
PI. 5 Lanyu aborigines in the Japanese colonisation
PI. 6 The famers of Tai-Dong county in the Japanese colonisation
PI. 7 The former site of the Presidential Office in the Ching Dynasty
PL 8 Japanese colonial Government-General Office (built in the Japanese
colonisation)
PI. 9 Today's Presidential Office
PI. 10 The child labourers of Tai-Chung county in 1933
PI. 11 Taipei city in the Japanese colonisation
PL 12 Liao, Ji-Chun, Tai-Lan old house, 1926, oil on canvas, 80 x 116.5cm
PI. 13 Lui, Tie-Zhou, Landscape, c. 1930's, Chinese colour on paper
PI. 14 Chen, Jin, Bride in her room, C.1940'S, Chinese colours on paper
PI. 15 Chen, Cheng-Po, Dian-Shiau high school, 1936, oil on canvas, 91 x
116.5cm
PI. 16 Ishikawa Kingichro, Landscape, c. 1920's, water colour on paper
PI. 17 Lan, In-Ding, The gate of Taipei city wall, 1955, water colour on paper
PI. 18 Li, Zhong-Sheng, c. 1934, oil on canvas
PI. 19 Xiao, Qin, 1959, oil on canvas, 50 x 60cm
PI. 20 W u , Hao, T w o people, 1955, oil on canvas, 73 x 92cm
PI. 21 Liu, Gwo-Song, Dancing, 1958, oil and sands on canvas, 64.7 x 80cm
PI. 22 Liu, Gwo-Song, 1960, Chinese ink, oil and plaster on canvas 79.5 x 81cm
PI. 23 M y mother and I in 1961
PL 24 M y parents, elder brothers and I in front of our house in 1965
PL 25 M y father making a broad-brimmed rain-hat in 1967
PL 26 Chen, Yin-Wei, Landscape, 1972, water colour on paper, 45 x 53cm
PL 27 Chen, Yin-Wei, Boats at sea, 1975, water colour on paper, 45 x 53cm
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PL 28 Chen, Yin-Wei, Still life, 1981, water colour on paper, 45 x 53cm
PL 29 Chen, Yin-Wei, Landscape, 1982, water colour on paper, 90 x 110cm
PL 30 Chen, Yin-Wei, Landscape, 1982, water colour on paper, 90 x 110cm
PL 31 Chen, Yin-Wei, Still life, 1983, water colour on paper, 45 x 53cm
PL 32 Chen, Yin-Wei, Landscape, 1984, water colour on paper, 45 x 53cm
PL 33-37 Chen, Yin-Wei, The Seventy-Two Martyrs, 1992, oil on canvas, 22 x
27cm
PL 38 Chen, Yin-Wei, Ambiguity Between M a n and W o m a n - 1, 1992, oil on
canvas, 80 x 100cm
PL 39 Chen, Yin-Wei, Ambiguity Between M a n and W o m a n - 2, 1992, oil on
canvas, 80 x 100cm
PL 40 Chen, Yin-Wei, Ambiguity Between M a n and W o m a n - 3, 1992, oil on
canvas, 22 x 27cm
PL 41 Chen, Yin-Wei, Ambiguity Between M a n and W o m a n - 4, 1992, oil on
canvas, 22 x 27cm
PL 42 Chen, Yin-Wei, Ambiguity Between M a n and W o m a n - 5, 1992, oil on
canvas, 72 x 91cm
PL 43 Chen, Yin-Wei, Ambiguity Between M a n and W o m a n - 6, 1992, oil on
canvas, 72 x 91cm
PL 44 Chen, Yin-Wei, Ambiguity Between Man and W o m a n - 7, 1992, oil on
canvas, 91x116 cm
PL 45 Chen, Yin-Wei, Ambiguity Between Man and W o m a n - 8, 1992, oil on
canvas, 72 x 91cm
PL 46 Chen, Yin-Wei, The Culture of Powerful Personal Relationships and
Connections -1,1993, oil on canvas, 90 x 115cm
PL 47 Chen, Yin-Wei, The Culture of Powerful Personal Relationships and
Connections - 2,1993, oil on canvas, 24 x 33cm
PL 48 Chen, Yin-Wei, The Culture of Powerful Personal Relationships and
Connections - 3,1993, oil on canvas, 24 x 33cm
PL 49 Chen, Yin- Wei, The Culture of Powerful Personal Relationships and
Connections - 4,1993, oil on canvas, 24 x 33cm
PL 50 Chen, Yin-Wei, The Culture of Powerful Personal Relationships and
Connections - 5,1993, oil on canvas, 24 x 33cm
PL 51 Chen, Yin-Wei, The Culture of Powerful Personal Relationships and
Connections - 6,1993, oil on canvas, 80 x 100cm
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PL 52 Chen, Yin-Wei, The Culture of Powerful Personal Relationships and
Connections - 7,1993, oil on canvas, 3 panels, each 24 x 33cm
PL 53 Chen, Yin-Wei, Art One by One—Catching the Horse
canvas, 144 x 224cm

?, 1994, oil on

PL 54 Chen, Yin-Wei, Art, Wealth and Fame, 1993, oil on canvas, 144 x 224cm
PL 55 Chen, Yin-Wei, Leading the Horse Away from the Mountain, 1994,oil on
canvas, 124 x 182cm
PL 56 Chen, Yin-Wei, Art and Visa, 1993, oil on canvas, 235 x 328cm
PL 57 Chen, Yin-Wei, Give W a y to Art, 1993, oil on canvas, 235 x 328cm
PL 58 Chen, Yin-Wei, What, Art, ?, 1993, oil on canvas, 124 x 182cm
PL 59 Chen, Yin-Wei, Kan-Pei in Taipei, 1994, oil on canvas, 70 x 80cm
PL 60 Chen, Yin-Wei, Fishing, Not Me, 1993, oil on canvas, 144 x 224cm
PL 61 Chen, Yin-Wei, W e All Dream of being an Emperor, 1993, oil on canvas,
25 x 45cm
PL 62 Chen, Yin-Wei, Free as the Birds, 1993, oil on canvas, 28.5 x 45.5cm
PL 63 Chen, Yin-Wei, Returning Your Soul Back to Yourself, 1994, oil on
canvas, 112 x 161cm
PL 64 Chen, Yin-Wei, Good Feng-Shui, 1993, oil on canvas, 30 x 70cm
PL 65 Chen, Yin-Wei, You and I Are All the Same Horse, 1994, oil on canvas, 48
x58cm
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